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We never confine ourselves to the present time.
';Ie anticipate the futurE as too eLo w in corning,
as it were, to hasten i1s course; or we recall
the past, in order to s10p it as too ready to
go: so imprudent that \Iewander into times that
are not ours, and do noi:think on that alone
which belongs to us; and so vain that we meditate
upon those periods that have vanished, and aLLow
the sole moment that sutsists to escape without
reflecting upon it. It is only the present time
that ordinarily wound s us. Vie conceal it from
our views, because it afflicts us; and if it is
agreeable to us, we regret to see it escape.
\Je strive to prolong it by the future, and think
to dispose of things that are not in our powar ,
for a time at which we have no assurance of
arriving. Let each one examine his own thoughts;
he will find them always occupied with the past
and the future. 'ilescarcely think of the present;
and if ve do think of it, it is only to take its
light in order to dispose of the future. The
present is never our end; the past and the present
are our means; the future alone is our end. 'rhus
we never live, but we hope to live; and always
disposing ourselves to be happy, it is inevitable
that we never become so.
Blaise Pascal Thoughts
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PREFACE

The most striking technical device in The Sound and the Furyl is the
.

use of four d ifferent points af Vlew.

2

Faulkner is neither the first nor

the last to use this device; a similar method has been used by Lawrence G.
Durrell in Justine , Baltazar, Clea, and l'!ountolive,by Balzac in La Grande
7-

Breteche,

and by Kurosawa in his film Rashomon.)

The use of four different

points of view determines the structure of Faulkner's novel; each point of
view forms one section of the book.
i1hile reading Nedjma, a novel by an Algerian writer, Kateb Yacine,4
we were particularly impressed by the similarity between the latter and
~

Faulkner.

Kateb also employs IImultiple narrators.lI?

The story in Ned,ima

is likewise told by four characters; the same events are repeated, each
time from a different point of view.
Faulkner's

Structurally more confusing than

four-part narrative, the changes in point of vi.ewin Nedjma

are sudden and often abrupt.

The first person narrative may refer to

different characters within the same chapter with little or no indication
to the reader.

Before going any further, it woul.d

perhaps be of interest

to present a brief synopsis of the novel and a biographical sketch of its
author.
Ned;jma depicts French colonial Algeria around the year 19l~5.

Four

young men who have a common tribal background, Rachid, Lakhdar, Mourad,
and !\!ustapha,livein Bone, a harbor in Eastern Algeria.
love

\IIi

Kamel.

They are all in

th Nedjma, a mysterious young woman, who is already married to
The relationships between the four protagonists and Nad jma are

initially blurred.

Her origin is a mystery whose unfolding i:.ti the central

2

thread

of the

woman.

novel.

the daughter

the aunt

mother

had had four

tribal

figure,

had taken

of Hourad and Lakhdar who are,
lovers

who included

Si t,jokhtar.

'I'he night

the Frenchwoman off
found dead inside

"laS

father's

to Mecca during

which the

Si Hokhtar

Kamel's

father

reveals

to a cave.

as well.

from her incestuous

In order

land.

Before

Rachid

is

to the

homeland.

forced

Hachid
construction

then rejoins

into

is

arrested

but

a wealthy,

striking

French

by his

arrangement

disposed

to violence.

Algerian

woman servant.

and Lakhdar

return

The first

to kidnap Nedjma
home-

day on the

job,

her

as

Lakhdar

Ivlr. Ernest,

a Pr ench settler.

thereafter,

1-1ouradkills

111r.Ricard,

Ivlr. Ernest's

daughter,

married

to Suzy and the fact

be tween Hicard

that

and Ernest,

He

the Hedding

Hour-ad is pre-

Ricard

beats

by killing

In the end, Hourad languishes
native

of Nedjma to

guardsmen who then escort

Nourad comes to her defense

to their

about

and, most probably,

During the wedding celebration,

arrested.

the truth

young men and they are hired

who has just

attraction

IS

however , Si l<Iokhtar is killed;

three

foreman,

two men

her to the Nadhor, the ancestral

land,

Shortly

contractor,

a mere business

then

his

soon escapes.

Hotivated

i'1ourad is

the other

elderly

these

story

the two men decide

wor-ker-s on the same site.

provoked

is

native

Em

Si Ivlokhtar on a pilgrimage

the entire

to abandon Nedjma to tribal

is

Suzy.

the

and

Nedjma's

companion of Si l>1okhtar, his

As a result,

reaching

brothers.

to learn

to be Nedjma's father

and take

by LelIa

The f'oLLowf.ngday, Hachid

old man relates

partner

she VIas adopted

in fact,

Hachid accompanies

himself

and a French-

Nedjma waa conceived,

the cave.

wou'l.d=be murderer.

father

Rach.id ' s father

Nedjma, Hachid becomes the ever-present

him.

of a native

Abandoned by her mother as a young child,

Fatma,

father

She is

in jail,

an

Ricard.
Hachid

t ovns , and 11ustapha simply says he vJill

:3

take another road.

As they separate, their shadows disappear into the night.

Nedjma was published in 1956.
pear-ad

during the Algerian war for independence wh.i oh began in 1954 and

ended in 1962.

As already mentioned, the novel deals with an earlier period,

the years leading to the war •
historically

The year 1945 is an important date for Algeria

as well as for Kateb personally.

Born in 1929 in Constantine
Lawyo'r

The date is significant in that it ap-

(eastern Algeria), Kateb is the son of a

(oukil) who vias versed in both French literature and Coranic Law , 6

His mother Vias also literate in Arabic.
means writer in Arabic.

Appropriately enough his surname

As a young boy he \'lassent to the Coranic school

(medersa) but was later enrolled in the French school which he refers to as
"la gueule du 10up.,,7 This was a major turning point in his life in that
it alienated him somewhat from his mother Vlho spoke only Arabic and it
opened a Vlhole neVi Vlorld to him, socially as Vlell as culturally.

He was
8

a student at the lycee in Setif when the events of May 8, 1945 erupted.
He, along viith many other students, participated in that manifestation.
The events of this historic day can be traced to many sources, two of
wh i.ch are among the most important:

1) the reforms of 1947 whi.ch promised

the Algerian population equality Viith its Fr-ench

colonists in the form of

the "college unique" were not enforced; and 2) the returning ''';orld
',iarII
Algerian heroes Vlere discriminated against in their own homeland.9
manifestation

whf.ch

began on 1-1ay8 in Setif spread to Guelma and before

the end of the month 45,000 people wer e dead.
teen years old at the time of his arrest.

10

Kateb was not quito six-

He spent three months in prison

and was expelled from school as an undesirable element.
marked the end of his formal education.
his life:

The

Thus, this event

It was also a great awaken i.ngin

r~~'-~-"-~'----'----"

4

I

C'est alors •••qu'on assume la plenitude tragique de
ce qu'on est et qu'on decouvre les etres. C'est a
ce moment-la aussi que j'ai accumule rna premiere
reserve poetique ••••Retrospectivement, ce sont les
plus beaux moments de rnavie. J'ai decouvert alors
les deux choses qui me s~£t les plus cheres: la
poesie et la revolution.
Elsewhere, he has said:
Je c roas que je serais reste un po ete obscur, s l i.L
n'y avait pas eu la manifestation du 8 mai 1945 ....
C'est en prison que j'ai decouvert Ie peuple qui
etait la devant mOi, mais que je n'avais pas vu12
jusque la....J'ai decouvert la mes personnages.
'I'heevent has, in fact, become "a haunting refrain in his literary work."
';]i thin

13

a year, his first wor-k was published, a book of poems entitled

.
14
Sollloques.

It is important to note that Kateb's disappearance in 1945

contributed greatly to his mother's loss of reason and eventual confinement
in the psychiatric hospital in Blida.15
Kateb soon became a militant nationalist.

He gave a lecture in 1947

in Paris which was later published in pamphlet form, Abdelkader et l'Inde'1 ' .
pendance ~rlenne.

blicain,

16

In 1948 he Vlorked as a journalist for Alger ~-

the same newspaper for wha ch Camus vr-ote ,

In 19'50 his father's death left him family burdens.

Unable to find

employment as a dock Vlorker, he Vias obliged to emigrate to France.
came a jack-of-all-trades:
construction

agricultural worker , electrician, mason, and

wor-ker , 1;/hilein France, thanks to the help of a f'ewclose

f'riends, he Vias able to begin writing Nedjma.
in 1955.

Excerpts appeared in Esprit

TOViard the end of 1954, Kateb \Vas forced to leave France for

wha t proved to be many years of exile.
period:

He be-

He traveled wi.deLy during this

Italy, Germany, Belgium, U.S.S.H.,

and 'runisia.

Aside from Nedjma, by far his best known work, Kateb has wr itten
numerous plays:

Le Cadavre encercle, Les Ancetres redoublent de ferocite,

5

La Voudre

d'intelligence,

Mohruned prends

ta valise,

know as a migrant
second

La Femme sauvage,

L'Homrne ~

and La Guerre de 2000 ans.

North-African

sandales

de caoutchouc,

The life he came to

wor-ker in Prance, he has described

and last novel to date, Le Polygone

in a

(~toile.

On June 23, 1963. Kateb was awarded the Jean Amrouche

prize by the

)

CongrF3S j·iediterraneen de La CuI ture in Florence.l?

eA
Kateb
the first
literary

is renown
Algerian

1\

for his revolutionary

Idriter to

tradition."

18

"colonial

(FrenCh]

He is

douri natd cn and its accepted

, il lui a arrache,

un sens Lnso Iite et nouveau."

w r i tel', has

to literature.

As Jean Senac has pointed out, "Loin de se laisser

coloniseI' par cette langue
etreinte,

1'8 ject

approach

19

Albert

Memnri ,

dans une pathetique
the 'l'un
i si.an

said of Kat.eb:
C'est quelqu'un qui ne pretend pas faire de son
verbe quelque chose qui dornestique les hommes et
qui leur apprend ~l vi vr e , ma i s au con traire que 1qu'un qui leur apporte une liberte, une liberte
souvent g§nante d'ailleurs •••le vrai message du
po~te clest ga ••••C'est justement de briser tous
les cadres qui ont ete traces aut our d' eux [les
lecteur.sJ pour qu 'ils puis sent rebondir.20

Kateb
Paris.

lie spends

his plays,
cently

is presently

hailed

most of his time writing

l']ohametl
prends

prior

ta

in Algiers

and directing

valise and La Querre

as well as in

plays.

de 2000 ~

Two of

wer-e re-

21
in Paris.

playing

The parallels
critics

active in theater groups

between

Faulkner

to this study ,

as the Algerian

said of Kateb:

'Jith the publication

Faulkner.

"3a poesie

and Kateb have been pointed

Driss Chraibi,

transcende

out by many

of l'Jedjwa,Kat eb
the Moroccan

meme l'action,

\/8,S

writer,

has

lui confere un carac'/~)

tere intemporel.

On d i.r-a it du Fau Lkne r reconverti

-Je an ::;enachas described

et servi

[I.

In sauce ar-abe ,

Ka+ab ! s method as "par f o i s EL La marii.er-e de Faulkner."

11~~

25

1-'

---.---------------,.

--

.-.~~-~.-

--~.

,-------------

..---- .. ~--~.-.-------------

Georges Joyaux has mentioned the similarity between the

·-~---6~~"-"==

... -.--.--.--.--'

t\\TO

\.,rriters
only

to attribute it mistakenly in our opinion to his Arab origins.24

This

point of view is also maintained by the anonymous author of the introduction to Nedjma.

The latter does not totally ignore the possibility

of Faulkner's influence, but rather attributes Kateb's method to a pure25

ly Arabic conception of time.

Kateb himself, however, has asserted the

importance of Faulkner in modern literature.

In a lecture he gave in

April, 1967) at the University of Algiers, Kateb stated:
Dans le roman, cette litt~rature mederne, je crois
que 9a n'est plus en France que vous pouvez trouver
ses meilleures reussites, mais par exemple chez
Faulkner. 11 faudra que vous lisiez Fau.Lkner'parce
que c'est tr~s important pour compr~gdre la signification de la litterature moderne.
Kateb has, in fact, ackncw'Ledged Faulkner's influence on his own art.
In a recent intervio\.,r,
Kateb made this very clear:

"11 {!aulknerJ ne

pouvait pas ne pas m'influencer surtout que l'Algerie ~tait une sorte
' du Su,d
d 'A merlque

7
..
un Sud d !Et at s- U·nls, au memen t ou' J."ecrlvals
••••,,2

Al though the resemblance between the two \vriters is undeniable, this
is far from saying that their use of technique is identical.

Nor is it a

value judgment as to whom is the better \\Triter. Nor is it a question of
determining

whether Kateb is a blind disciple of Faulkner.

The purpose

of this study is simply to point out parallels where they can be demonstrated.

'!Ie

shall limit our comparison to a study of style and structure

with relation to time.
Although apparently chaotiC, both novels are precisely structured.
As Conrad Aiken has indicated, SF, "w i,th jotsmassive four-part symphonic
structure, is perhaps the most beautifully wrought [Of Faulkner's novels]
..• and an indubitable

masterpiece ••••The joinery is fla\lless in its intricacy.,,28

7

Similarly, Ned,jma is elaborately structured.

It is divided into six parts

wh i ch contain nine episodes which are developed in twelve short chapters
each.

Chapters eleven and twelve of the final section (Book VI) repeat

almost word for word the first chapter and the end of the ninth chapter of
the first section (Book I).
is circular.

Generally speaking, the structure of both novels

Pattern replaces plot.

rather, secondary to memory.s29
progression

A

Chronology becomes irrelevant or

Cleanth Brooks has pointed out, the

in S]!' is derived "from the fact that we are traversing the

same territory in circling movements, and

[from] the

cumulative effect of

names and characterizations. ,,30 As ve will attempt to demonstrate, this
also applies to Nedjma.
In his use of multiple narrators, Kateb presents alternatively and
sometimes simultaneously

the viewpoint of the four narrators. 31 ~'Jhat

Aiken has said about the Faulkner reader certainly holds true for the
Kateb reader as we Ll.z

"The reader must simply make up his mind to go to

vor-k , and in a sense to cooperate; his r-ewar-dbeing that there is a situ-

ation to be given shape, a meaning to be extracted."

32

~--------------.-~.-

..-....~~-~--.~~~~

~-----~---~----~----------.---

8

IThe Sound and the Fury wi L'l hereafter
2

Cleanth Brooks,
Yale University

\'li11iarn Faulkner:
Press,
1972), p.

be referred

to as SF.

The Yoknapatovrpha Country
325.

(New Haven,

31,<[al
tel' J. Slatoff,
"The Edge of Order:
the Pattern
of Faulkner I s Hhetoric, "
in V!illiarn Faulkner:
Three Decades of Criticism,
ed , 1"rederick J. Hoffman
and OlGa \,1. Vickery (New York, Harcourt,
Brace and \vorld, 196:5), p , 185.
4

Kateb Yacine
name.

5Frederick

J.

has chosen

Hoffman,

to inverse

Introduction

his

name; Kateb is,

to Three Decades,

in fact,

his

sur-

p. 12.

6Jean Dejeux, "La Litterature
maghr eb i.ne d'expression
frangaise;1 Vol. II
(Alger, Centre CuI turel Frangais,
1970), p. 177.
'I'he official
entry for
Kateb's birth
is August 26, 1929 in Conde Smendou. Dejeux, however,
claims he "JaS born on August 6, 1929 in Constantine.
According to the
novelist
himself,
he was born in either
July or August in Constantine.
7Ibid.

This

expression

literally

translated

means the wo Lf" s mouth.

8This date marks the first
major revolt
by Algerian autochthons
to gain
independence.
This manifestation
began in Setif (eastern
Algeria)
and
resulted
in much bloodshed.
9For a further
discussion,
see Yves Courriere,
La Guerr~ d'Algerie,
Tome I, Les Fils de 18. 'roussaint, (Paris,
Fayard, 1968).
10This figure
is
two extremes.

much disputed.
The figure cited is a compromise be tvoen
See Historia
Magazine N° 196 (Octobre 6 1971), 82-86.

lID"e je ux , p. 178 • Th'r.s F'rene h quo t a t-lon as \Ve11 as su btl
sequen
IIi:!!2I translated
in the appendix.
J

12Hocine Menasseri,
Nedjma." (Alger,

"\'Jilliam Faulkner,
Faculte
des Lettres,

13!;li1dred P. I-lortimer, "The Algerian
University,
1969, p. 125.
14S01iloques
15D, ,
eJeux,

(1946)

has since

eng' th y ones_) I5

The Sound and the J!~ury, Kateb Yacine,
D.E.S., 1968), p. 60.
Novel in French

1945-1965."

Columbia

been lost.

p. 177.

16The lecture
\Vas given
that same year.

on tvlay24, 1947 and was published

by El \vahda (Algiers)

I------~-----------

9

17Dejeux, p. 180.
18Mortimer,

p. 120.

19Jean Senac, I1Kateb Yacine et la litterature nord-africaine,11 Entretiens
~ lli lettres et ~ ~
(Fevrier 1957), p~- 65.
20A1bert Memmi, Anthologie des ecrivains ma~hrebinS d'expression frangaise,
2nd. ed , (Paris, Presence Africaine, 1965 , p, 180.
21Co1ette Godard, "Le Theatre Algerien de Kateb Yac i.ne,Il Le l'1onde(11 Sept.
1975), p. 17.
22Driss Chraibi, "Litterature nord-africaine d'expression frangaise,11
Confluent, N° 5 (1960), p. 25.
23 Senac, p. 62.
24Georges Joyaux, "Driss Chraibi, Nohammed Di.b , Kateb Yacine, and Indigenous
North African Literature,11 Yale French Studies, N° 24 (1960), p. 37.
25Introduction

to Nedjma (Paris, Seuil, 1956), p , 6.

26!1'enasserl,
. pp. 59-60.

2711• Djaider and K. Nekkouri, "Kateb Yacine deUvre
Culturel (4 Avril 197~)), N° 156, p. 9.
28 Conrad Aiken, "\'/illiamFaullmer:

la parole," El Houdjahid

The Novel as Porrn ;!' Three Decades,

2911ortimer, p. 121.
-'0

/ Brooks, p. 326.
31Claude Y. Neade , "Nadjma ; Roman nord-africain de langue f'r-anca i ae ,
The l!'renchRevie\-l,34, N° 20 (Dec. 1960), p. 149.
32Aiken, p. 138.

II

p,

141.
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CHAPTEH

If the title of Faulkner's
as a whole,
sound

and fury,

SF is indicative

,signifying nothing,
of life.

pretation

completely

portrayed

dS

Christian

faith enables

because

a courageous,

of Compson

indeed,

IH'l'HODUC'rION

of the meaning of the novel

that is, that life is simply a tale told by an idiot, full of

of the meaninglessness

house

OH~:

then this novel is simply a document

Yet it is difficult

of Dilsey's

presence

compassionate,

her to endure.

is revealed

she dominates

111

gradually

to embrace thi<3 intc)r-

in the novel.

and noble figure.
Jhereas

Her simple

the disintegration

throughout

And although her v.iew

is not the lust one ~'!esee, its peacefulness

and stability

contrHst

Jason and Benjy.

scene between

son line draws to an end, Dilsey,
in f'act, prevails.
would

fice,

as courage,

man reaches
Faulkner's

sections
arate

narrative

of introspection

to Jason.

his phYSical
approach

three sections
and depth.

soliloquy"
2

Through his capacity

limitations

reality

for such

pity and sacri-

in time.

in SF is subjective.

a separate

~)he,

Each of the four

from wh.ich emerge,,;8,

iWIJ-

of' time.

The first

thoughts.

beyond

As the Comp-

stated that man

love, honor, hope, pride, compaSSion,

of the novel reveals

concept

"surface

but would prevail.

mark a profound

somewhat. \'leary,endures.

Fau Lkner , in his :3tockholm address,

not only endure,

feelings

although

of the

the novel, she survives:

the last section of the novel.

to the final pathetic

She is

Perhaps
Benjy's

are interior
Jason's

monologues

section

(III)

degre~s

has been referred

for it does not reach faT beneath
Faulkner

with varying

to as

the surl'fws of h i.s

implies by this that tl~re is not much depth

and Quentin's

se ct i one , on the other hand, are in the

"--------'-_._--_._11

stream-of-consciousness

technique.

J!~_;tream-of-conscj_ousnessJ!is a term introduced
3

He characterized

Pr-a.nc
i o I e s 0'_
f'tl.r Syc no
'1 ogy.
I' ln~~.p

and continuous.

Thoughts

byh11iam

in part, as chang i.ng

thought,

f'Low as a river or stream does.

stream-of-consciousness.

,Jarnosin his

Thus the term,

James werrt on to say that "all consciousness

is

/1

in the form
present

of time." r:ie

and future.

composed

every passing
the future.

If the prosent

second,
Faulkner

d'etre

structure.

has chosen

5

Be n jy

IS,

Quentin's,

supplies

This section provides

And the concluding

There is a chronologically

the neces-

It dates back to June 2, 1910.

8, 1928, drmvs the loose strings together
end.

the novel's

begins on April 7, 1928, the day

is dated April 6, 1928.

for l'Iiss:JuentinI s flight.

All motivation

This idea underlies

The second section,

Jason's,

with

the past or look to

to look towards the past.

for the novel as a whole.

section,

the motives

orderly

point or instant."

is a mere instant which dissol~es

are found in the past.

runs away.

sary background
The third

it is

from which we look either back vrar-d or

then one must either recapture

The first section,

Miss Quentin

April

divided by an indivisible

a point of reference

in time.

and raison

into past ,

us to the idea of the "specious present. ,,6 'J.'he
pr-eserrt, in this

is simply

forward

think of time as divided

But, as James points out, "there is no present;

of past and future

This brings
sense,

normally

section, dated

and brings the tale to an

false yet psychologically

valid

regression.
Each

of the first three sections

the stream-of-consciousness
particular
monologue

character

technique.

of each brother.

is not particularly

quest f'or-money

is expressed,

and h i s hatred

deep.

The variety

at least in part, by
of its use reveals the

As was mentioned
It expresses

earlier,

Jason's

his main concerns:

of Caddy and his niece, Quentin.

the

13enjyl s
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monologue, on the other hand, is quite difficult to follow because no logical
continuum in time is established.
present.

All events flow together in an everlasting

Events, sounds, smells are joined together by an indiscriminate and.

It is first ",ith Quentin's monologue that the reader become s awar-e of a logic
in time, even though thoughts about the past are constantly interrupted by
present events.

His mind is sharp but it is an obsessed mind.

is centered on Caddy's loss of honor.
thing he wishes to preserve.

His obsession

His despair at her dishonor is some-

Quentin wants desperately to stop time, for he

knows that viith its passage, the despair w.I l.L diminish.

As Brooks has stated,

Quentin is in love neither with Caddy nor ,vith death, but '.v:Hh
his own despair.7
No t unlike Faulkner, Kateb looks to the past for insight into the future.
Historically

oriented, Kateb is aware that history repeats itself.

Acutely

avlare of his own country's history, he sees Algeria as a testament to the repetition o~ history.

Invasion upon invasion, one leading to the other, tends

to render the past all-important.
an undercurrent
novel.

In the past lies the future.

of possible future joy despite the despairing present of the

There is \vithin the heart s of all the characters the conviction, ho'd-

ever vague, that a millenium is soon to come.
ventures to say.

\)hen that w i.L'l,
be, no one

It is simply a belief, a kind of faith, that it will some-

day materialize. Like Faulkner, Kateb also manipulates time.
nology is violated to reach a deeper truth.
Hi thin a historical f'r-arnewor-k ,
form of

One feels

8.

spiral.

Strict clrro-

Kateb yearns for a reality

He sees time as cyclic, a continuum in the

All the characters are caught in this never-ending spiral,

the yoke of whf.ch can be broken only by an extraordinary event which w i Ll,
bring about a golden age.
prevail.

Great joy w i Ll,abound, freedom and equality Vlill

Hachid, the most hopeless of the four protagonists, Vlithin his
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despair

paradoxically

the past, ancient
maintains
Hippone
cannot

keeps alive vestiges

Numidia,

of this vague hope.

for a reawakening,

He looks to

a new thrust for freedom.

l~

that if the spirit and glory of the ancient cities of Cirta and
could be recaptured,

consciously

believe

this could be realized

then a new dawn would appear.
that they can be recaptured.

Only if and when

would there come about a true reign of joy.

this ever-preClent underlying
protagonists

In the end, he

feeling

from one construction

It is

of future happ i.neas wh i.ch sustains

the

site to another, from one prison to an-

other.
Both Kate band

Pau Lkner-

grapple

to come to terms w i.t h it aome how,
reduces

man's existence

up with a creative
time.

Generally,

w.it h this mystery

But within that context, each comes

that makes it possible to cope with tyrannous

Kat.ob seems to be saying that man's existence,

w it h i n a h.ist or Lc aL f'r-arnewor k , gains meaning.
experienced
the burden

the same problem

Faulkner's

is very much tied to the past and its traditions,

ity.

The potential

consequence,
the extent

unfolding,

for future glory, however,

and seeds of the past.
and thus a potential

time forever

For the Algerian

nationalist

plac ed

'l'h i s collecti vi ty lessens

sujective view of time
wher cas , for Kateb reality

gives the individual

a real-

always lies in the traditions

mind, there is always a future

faith for national fulfillment.

the individual

wheri

'I'he fact that other men have

should console him.

of time on any single man.

is made by the future;

Each tries

Both see time as an isolating force wh i ch

to absurdity.

construct

of time.

A nation and, as a

has a significant

that he has a belief in the future.

reality only to

.~~.-=
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CHAPTER

T\'lO:

TIIIJE

In Ned,jma we find two conflicting concepts of time.
that time is meaningless.

As tlJildredl,jortimerpoints out, past, present and

future are mere repetitions of the same.l
Kateb paradoxically
realization

The first suggests

They form an endless spiral which

describes as ]'rench coloni.al Algeria around 1945.

The

that there is no progression except on a circular basis leads

Hachid to the depths of despair.

This is easily seen through the frequent

use of such wor-ds as gouffre and abime throughout his long monologues.

He

lives in the glory of the past, rejects the present, and has little hope in
the future.

The feeling of futility whi.ch results from this view of time is

expressed by Lakhdar near the end of the novel:
memes, si on a de quoi vivre ••• " (249).

"Tous les villages sont les

The frustration and consequent de-

spair of this concept is due to a short-sighted vieVl of time.
feat is a result of his loss of hope.

Rachidls de-

His subsequent resignation is described

as a kind of living death:
Hachid nlen parlait plus, ne voulait plus en parler;
a mesure qulil slhabituait au fondouk, son langage se
rarefiait, de meme que slembuait et se creusait son
regard sombre, et les cotes se dessinaient sous la vieille
chemise de soldat, comme si son corps de plus en plus sec
devait mettre en relief Ie squelette, uniquement Ie squelette de Ilhomme puissant qu'il eut ete en dlautres circonstances ••• (170).
Hustapha also expresses his frustration and especially his anger in a
class theme for which he is expelled from school for one week.
the hopelessness

He realizes

of the colonial situation when he says:

Allons nous servir de larbins, ou nous contenter de
"profesSions liberales" pour deven"i"r1:notre tour des
privilegies? Pouvons-nous avoir ~
autr~ ambition?

16

On sait bien qu'un Husulman incorpore dans llaviation
'balai:;-lesmegots des pilotes, et s' il est officier,
meme sarti de Poly technique, il n'atteint ~ grade de
colonel que po(r ficher ~
compatriotes ~ bureau de
recrutement ••• 222).
This wo u.Ld lead us to believe that the future is hopeless.

The name chosen

for the cafe wher-e the young men often meet corroborates this view:
de l' Av eru.r-,

Cafe

The initial description of the c9.fe is appropriate for it is

dismal, dark, and nar-r-ow,

The implication is that the future is as bleak.

The second vim. of time, howeve r , reveals a belief in the future.
VIithin this f'r-amewor-k
of infinity, the dream of an independent Algeria,
Vlhich is at the heart of the novel, becomes possible.
colonial racism is l'lourad'
s dream.

An Algeria free of

There \.ill come a time, he thinks to

himself, when Algeria will be part of the world where men, regardless of
their origin, can speak to one another on equal terms.
occur to him when he meets Suzy, the foreman's daughter.
mutual attraction,

These thoughts
Despite their

she refuses to consider him as a young man, but treats

him merely as one of her father's laborers.

She automatically uses the

familiar form tu when she addresses him despite his use of the formal form
vous.

His frustration

leads him to make the following statement:

... il y a un monde, ni Ie sien, ni Ie mien, ni meme Ie
n8tre, mais simplement Ie monde qui nlen est pas ~ sa
premiere femme, ~ son premier homme, et qui ne garde
pas longtemps nos faibles traces, nos pa.les souvenirs,
un point clest tout (20).

Lakhdar also expres ses a long-sighted vi.ew of time, a belief in the
future.

Describing

he exteriorizes

his actions during the manifestation of l"lay8, 1945,

his hope:
Je suis parti avec les tracts.
Je les ai enterres dans la riviere.
J' ai trace sur Le sable un plan •••
Un plan de manifestation future.
Qu'on me donne cette riviere, et je me bat traa ,
Je me ba:ttrai avec du sable et de 11 eau ,

---~-
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De l'eau fraiche, du sable chaud. Je me battrai.
J'etais decide. Je voyais done loin. Tr~s loin (54).
Mustapha in his journal verbalizes his hope in the future in the most overt
';Jay:
... ce sera enfin l'arbre de la nation s'enracinant
dans la sepulture tribale, sous Ie nuage enfin
creve d'un sang trap de fois ecume ••. (187).

He believes his dream will materialize but not in his time.

l~ is resigned

to the fact that he,as well as his friends, belong to a sacrificed generation.

He willingly accepts it because of his firm hope in the future.
For Rachid, the key to the future lies in the past:
... il suffit de remettre en avant les Ancetrraspour
decouvrir la phase triomphale, la cle de la victoire
refusee ~ Jugurtha,2 Ie germe indestructible de la
nation ecartelee entre deux continents ••. (175).

Doth concepts of time, that of hopelessness and hopefulness, are fused
in Nedjma, a symbol of this ambiguity.
the irresistible.

She is at once the uncapturable and

She, like Caddy in Sl",is the catalyst behind the action.

In SF tYlere are similarly 'two conflicting views of time.

As \~emen-

tioned earlier, each of the four sections in the novel reveals a different
concept of time.

Hut they can be grouped into two opposing viells. Quentin

and Jason have reduced time to utter meaninglessness.

The former sees the

futili ty of time as symbolized by the inaccuracy of mechanical time.
latter, in his fury to catch up w it.h time, is confined by it.

'1' he

',lhereas

Quentin cannot conceive of a future time, Jason lives only in terms of it.
Benjy is neither a captive of immediate time nor can he conceive of time at
all.

Dilsey, on the other hand, understands time to be a continuum.

has a firm belief in eternity.

::.>he

',Jhileshe is awar-e of mechanical time, her

view of time is the least limited of all the characters.

She is the embod-

--------
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iment of a sane view of time.

\'1hilomaintaining an idealistic view of time

as eternal, she manages to run a rather hectic household, prepare meals on
time, and even get to church on time.
Being outside of time is an ideal Faulkner cherishes.
within time, Dilsey aspires for eternity.

Hers is a positive force brought

about by an awareness of time as a continuum.
kind of timelessness,

Although she is

Although Benjy achieves a

his is a "specious eternity.")

for it does not contain either past or future.

It is a negative force

Near the end of SF, at the

climax of Reverend Shegog's sermon, his speech is described as "of no moment"
(310);

its greatness has reached a peak.

of reference for greatness.
the level of universality.

Its timelessness becomes a point

Faulkner elevates Reverend Shegog's sermon to
Time, at least as Dilsey lives it, is an ideal.

In this corrtext , it is equated with "immolation" and "abnegation."
tears slid down her f?ilsey' ~
coruscations

"Iwo

fallen cheeks, in and out of the myriad

of immolation and abnegation and time"

(311).

Sacrifice being

one of the "old veri ties,,4 Pau.Lkner claims in his Nobel Prize address, the
ability to live at one w ith time is, in this sense, a virtue.
Hhereas in SF the emphasis is on psychological time, in Nedjma, it is
diff'icult to dissociate psychological time from historical time.

The main

characters have such a strong sense of history as to render their own individual sense of time inseparable from historical time.
haunting in Nedjma because it is ever-present.

The past becomes

There is a myriad of refer-

ences to Abdelkader, 5 the now national hero who unsuccessfully attempted to
fight the l!'renchinvaders, to the French invasion itself, and to ancient
Numidia.

It is the conviction that the present cannot escape the past and

that the key to the future lies in the past that forces Rachid compulsively
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to bring the past to the foreground.

He holds desperately onto the past

because he knows that if he should lose his grasp of it, only chaos wou.Ld
result.

The sins of his forefathers taught him this lesson.

His fathers,

as "Jell as those of the other protagonists, lost their sense of past.
sold their land, their only claim to dignity.

They

They subsequently squandered

their money on women and wi.ne, leaving little, if anything, to their sons.
There are numerous references to the selling of land in Nedjl!!.§!.
The
following passage is such an example:
•••les terres, par exemple, ont ete perdues dans la
lutte contre les Frangais: l'arriere-grand-pere de
Mourad avait combattu sous la banniere d'Abdelkader,
s'exposant aux represailles de Bugeaud, qui fit distribuer les plus beaux domaines aux colons accourus
d'Europe; par contre, l'argent liquide a ete dissipe
par Sidi Ahmed, qgi pratiquait Ie charleston et 180
polygamie •••(77).
Later in the novel, nachid says of himself and of his friends, "nous etions
de ceux dont les peres avaient vendu leurs part de terre et contribue
ruine de l'oeuvre ancestrale" (146).
historically

true.

la

In French colonial Algeria, this was

Between 1871 and 1900, 687,000 hectares of land were

distributed gratuitously
peasants. 7

a

to encourage the colonization of Algeria by French

Under various pretexts, the land was appropriated freely:
Ces terres, l'Etat se les procurait par la main-mise
sur les biens religieux, les habous publics, les confiscations sur les tribus, 180revendication des terres 8
dites forestieres ou declarees incultes ou sans maitre.

In Nedjma, the present gains significance with reference to the past.
An example of this is Hustapha's class theme.
colonization

In it he compares the French

of Algeria to Agricola's conquest of the British.9
lO

refers to Agricola's translation of Tacitus.

Mustapha

He concludes by saying:

"Voila comment nous , descendants des Numides, subissons

~:t

present La
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colonisation des Gaulois!"

(222).

To a lesser extent in SF, the past influences the present.
in Sl!' is presented as a chronicle of the Compson downf'all ,

rrhestory

The appendix

whi.ch Faulkner wr-ote for 11alcolm Cow.l.ey
's Portable Faulkner traces the
history of the Compsons before and after the period of SF.
"Compson, 1699-1945."
historically

It is entitled

Further evidence that \"e are to v.i.ewthe Compsons

comes from Quentin

IS

watch , It is significant that his

va tch has been passed on to him by his grandfather.

As Perrin Lowrey

points out, it is thus enriched as a symbol not only marking mechanical
time, but also containing history itself.ll
The importance of time in Faulkner's novels has been discussed at
length by many crl0tO lCS. 12

As Lowr-ey mentions, "Throughout The Sound and

the Fury clocks and watches and references to time provide a ticking refrain to the central action."

13

Time as symbolized by clocks is closely

linked to the meaning of the novel:
profound.

"The clock tick-tocked, solemn and

It might have been the dry pulse of the decaying house itself •••"

(301) •
If indeed time is a major consideration in SF, it is no less important in Kateb' s Ned;jma. This has been suggested by various critics.
l1aurice Nadeau points to "une confusion complete du passe, du present et
de 11avenir. ,,14 I-hldred t10rtimer states that Kateb , "f'o
LLow.i.ngin the
tradi tion of Fau Lkner , experiments w i t h time-space relationships. ,,15
Andre Rousseau...'C
describes "des decalages et des renversements temporels."

16

Claude Meade speaks of "perpetuels retours au passe.,,17 The editors of
Nedjma emphasize that an understanding of time is crucial to an understanding
of the novel:
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Le rythme et la construction du recit •••resultent
surtout d'une attitude purement arabe de l'homme
face ~ temps. La pensee europeenne se meut dans
une duree lineaire; la pensee arabe evolue dans
une duree ~Uiaire
ou chaque detour est un retour, confondant l'avenir et le passe dans l'eternite de l'instant.1B
Time has concerned many great tv/entieth century writers.

As Jean-Paul

Sartre indicates, Proust, Joyce, Dos Passos, Gide, Virginia Hoolf, and
Faulkner have attempted, each in his own way, to mutilate time.
Some have deprived it of past and future and reduced
it to the pure intuition of the moment; others, like
Dos Passos, make it a limited and mechanical memory.
Proust and Pau Lkner , have simply decapitated it; they
have taken away its future--that is to say, the dimension of free choice and act.19
'I'he

very structure of each novel is based on a manipulation of time.

The resulting distortion of chronological order is due to the fact that
"the order of the past is the order of the heart.,,20 Kateb has phrased
it in the f'o L'Low.i.ng
v/ay: "La memo ire n 'a pas de succession chronologique. ,,21
Hence, chronological
time.

time is violated and made subordinate to psychological

From each of the four sections in SF there surfaces a different

concept of time.

Each of the Compson brothers, according to Lowrey, has

a distorted vim! of time:

"none of them understands the relation between

past and present and future, each has a f'Lawed vision of reality. ,,22

L ike-

wise in Nedjma, each of the protagonists is a captive of his concept of time.
Lakhdar and Hustapha, for example, are marked by the events of !J]ay8, 1945.
As a result of their participation in those events, they were expelled from
school.

l1acbid is a captive of a more distant past, his tribal ancestor,

the Keblout.

"As l1achid focuses upon the semi-mythic past, his thoughts
2'

spiral inward, and he is caught in a labyrinth between light and darkness." )

--~----.-------
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The past takes on overHhelming proportions when the present is empty and the
future uncertain.
on the past.

Rachid cannot cope with the present because he concentrates

The past overtakes the present to the exclusion of any future.

Rachf.d's dreams literally bLow up into a cloud of smoke:

"dL mourrai t pro-

bablement au balcon, dans un nuage d'herbe interdite" (169).
the past, Hachid seeks refuge in oblivion:

IIA

A prisoner of

present, il se savait capture,

comme le rossignol et les canaris qu'on entendait des Ie seuil du fondouk,
et il ne lui venai t plus a l'idee

d ' en sor t rr-"
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(169). To l"lourad,who is

serving a t\lenty year sentence for the killing of [I]r.
Ricard, time has little
meaning:

"Ie soleil ne luit pour nous quIa la visiere des gardes, sur les

canons de leurs fusils, jusqu '8. La fin des vingt ans de peine •••" (41-42).
He too is a prisoner of the past as the description of his prison in historical tenns implies.

It renders his confinement a result not only of his

act, but also a consequence of a collective history of oppression:
t1evoila dans les murs de Lambe se , mai s les Romains
sont remplaces par les Corses; tous Corses, tous
gardiens de prison, et nous prenons la succession
des esclaves, dans le mernebagne, pres de la fosse
aux lions, et les fils des Romains patrouillent
l'arme a 180bretelle (41).
Similarly, "Faulkner starts off from a present •••so choked by a stagnant past that there is no place in it for the future.,,25 Sartre has characterized Pau Lkner 's "concept of the present"
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as "a kind of arrested mo-

tion in time. ,,27 This is in keeping w i th what Pau.Lkner-

himself has said

about the artist's purpose:
The aim of every artist is to arrest motion, which
is life, by artificial means and hold it fixed so
that a hundred years later, \>Thena stranger looks
at it, it moves again since it is life.28

I
!

-
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According to Rodr-Lgues , in S:F' "there is only time past wh.ich erupts violently into time present--and there is no time future.,,29 This is obviously true for Quentin \-lhosesale purpose is to stop time.

As Brooks in-

dicates, his obsession with the past and his inability to cope with the
present are tantamount to a denial of any future.
Jason is also obsessed with time.

30

To a lesser degree,

His concern \-lithtime on a minute-to-

minute basis prevents him from ever accomplishing anything.
is harried by time, but in a very different \my:
71

erate it, he would like to catch up vJith it. Il)

IlJason,too,

far from ",ishing to obli tThrough Benjy I s section,

on the other hand, vie are able to get a timeless view of the Compsons,
wha't they wer-e and have become--from the pasture to the golf course, as
it vex:e ,

32

In this larger sense, there is no future.

described in SF are on the brink of disintegration.
their outdated carriage to which Dilsey refers:
to pieces under you all some day" (29).

The Compsons as
This is symbolized by

"This thing going to fall

At the end of the novel, Quentin is

dead, Caddy has long since disappeared; only Benjy and Jason remain:
a castrated idiot, and the other, a childless bachelor.
Compson line.

one,

1:!i
th them ends the

The Compson chronicle, marked by Ildisorder, disintegration,

and the absence of perspective,1l3) is brought to a pitiful end.
"I seed de beginnin en now I sees de endin, Ilsays Dilsey (313).

"Phr-ough

her eyes the reader sees the Compson family in the proper historical perspec.
,,34
t lve.

She has witnessed the rise and the fall of the Gompsons.

She has

endured their complete disintegration and has managed to impose order on an
othe rwt se chaotic scene.

Hhile Jason is out chasing his niece, Quentin, and

the "man w i th the red tie, IlDilsey quietly prepares the meal for Ben;jy em
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and Luster, patiently tends to the ever-complaining, self-indulgent l1rs.
Compson, and compassionately offers comfort to the be Ll.owf.ngIlen;jy. "But,
he be Tl.owed slowly, abjectively, w i thout tears; the grave hopeless sound
of all voiceless misery under the sunil (332). As Luster hands him Caddy's
nO'vl-yellowedsatin slipper, Benjy calms down , "Dilsoy rocked back and forth
stroking Ben's head.

'Dis long time, 0 Jesus,' she said, 'dis long time'"

(332) •
v r:

A similarly "strong sense of historical time,".)?as Lowrey refers to
it in SF, is present in Nedjma.

A sense of history or a consciousness of

the past is central to the comprehension of the novel. This is expressed
mainly tihr ough the character of Rach i.d, Quentin's counterpart.

It is Hachid

who often refers to ancient Numidia:
Constantine et Bone, les deux cites qui domina.ient
l'ancienne Numidie aujourd'bui reduite en departement
frangais ••••Deux ames en lutte pour la puissance abdiquee des Numides. Constantine luttant pour Cirta et
Bone pour Hippone comme si l'enjeu du passe, fige dans
une partie apparemment perdue, constituait l'unique
opreuve pour les champions a venir •••(175).
According to l'ilortimer,
"These tHO cities, as they appear in 1945, mirror
Algeria's defeat."
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The once glorious capitals of ancient Numidia, Cirta

and Hippone, are now reduced to mere French departements.
Rachid's desire to knoH the history of Nedjma--to possess the secret
of her origin from Si Hokhtar--is a manifestation of his sense of past.

To

him, the past is all-important, for the present is in the hands of "les
colonisateurs,

les pretendants sans titre et sans amour •••"(175).

As

Hortimer indicates, !lIncolonial Algeria, past, present and future form a
closed circuit; the present and the future are mere repetitions of the past
with its indelible mark of the conquest.,,37 Hacbid makes this point very
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clear: "•••depuis l'entree de Lamoriciere,38 co quartier n'avait guere change
son train de vie:

negoce, bureaucratie, mendicite" (155). It is through

Rach i d 's ramblings to an unknown journalist in the fondouk overlooking the
Hhummel River that much is revealed about Nedjma.

Her mother, according to

Rachid, is responsible for the destruction of the tribe:

"•••c'etait la

mere de Nedjma, la Frangaise, c'etait elle qui avait fait exploser la tribu"
(1'78). She disrupted vhat Si Hokhtar refers to as lilachronologie du sang"
(98).
him.

As Hachid retraces the history of Nedjma, the past eventually engulfs
He reaches a point in his talk to the journalist wher-ehe can no longer

continue; the weight of the past becomes unbearable:
Sail', dit Rachid en se levant.

Tout cela est une pure malediction de Dieu ou

.
.
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du v~eux
br~gand
••••Je ne puis remonter aux causes.

de morts, trop de morts" (184).

"C'est assez pour ce

Car je suis mele

a

trap

Haunted by the tribal past, he cannot escape

the "galop souterrain des ancetres" (97).

Algeria's past in Hachid's mind is

very much linked to Nedjma, '~thefugitive heroine of the novel":
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Pursued by four potential captors, just as the
nation has been prey to four potential conquerors-Turk, Homan, Arab, and Prench, she embodies •••the
elusiveness of the captive.41
Vlhile referring to Numidia, Rachid restates this point:

"Car les cites qui

ont connu trop de sieges n'ont plus Ie gout du sommeil, s'attendent toujours

a

La defai te, ne sauraient etre surprises ni vaincues ••• 11 (174).
Common to both novels is a continuous shift in time from past to present

and from present to past.

'dhatRodrigues has stated about Eau.Lkner' holds true

for Kateb as v/ell: "the present is being continually invaded and irrupted
by the past."

42

In Nedjma, for instance, Lakhdar's arrest for striking his

foreman recalls his first arrest, a year earlier, for his participation in
the May 8 manifestation:

t Sic]
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Lakhdar se voit dans Ie prison, avant meme d'y
ar-rdver , HL est en cellule, avec une impression
de deja vecu; Ie dernier faisceau de lumiere,
disparu au soleil couchant, fait sentiI' son
absence sur la route devenue grise, etroite;
Lakhdar y retrouve l'atmosphere, perdue dans sa
memo ire , de La premiere ar-r-asba't.i.on
(52).
Another example of this occurs when Rachid returns to his native Constantine
after leaving the construction site.

There he finds his abandoned home in

the midst of a stream of'garbage and mud.
bring to mind the initial French invasion.

The ruins of a nearby building
Rachid speaks of Darnremont, one

of the French generals who headed the African army in the 1830's:

"Les

decombres d'un quatrieme immeuble rase par l'artillerie de Damremont, au
cours du second assaut qui se terrnina par les quatre jours de bombardernent
... ce fut alors la conquete, maison par maison" (154).

wa+ch , Rachid again recalls the past:
Rachid ••••L'heure

a

Glancing at his

'"pas loin de sept heures,' pensai t

laquelle se mantra Ie chef des Frangais, dans les de-

combres qu'un siecle n'a suffi a deblayer" (155). A few lines further, his
thoughts pass to yet another general, in a more recent past:
immeubles gigantesques,

"Quelques

quelques usines anarchiques, et Ie chomage persistant

dans Le plus riche des trois departements, dans La ville meme

10tt

de Gaulle

vint m'accorder La ci.t oyennete " (155).
As Hortimer points out, Hachid is reminiscent of a Paullmer character
"for he identifies wi. th a world that does not exist, is haunted by a woman
he cannot po saeaa , and a murder he vJill never avenge."
Hachid and Quentin are closely linked.
by time:

47
-J

In this respect,

Like Quentin, Hachid is consumed

"Hachid sevre de sa passion, parlant a l'ecrivain, n'a plus la

moindre consistance,

et ses propos s'effritent bien loin des pensees premieres

dont il nlest plus que Ie receptacle eboule, Ie coeur et le visage en cendres,
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devores par une trop vive flambee de temps" (181). Unlike Hachid, hOHever,
who finds refuge in the fondouk smoking hashish, Quentin can only escape time
through death.

Quentin's obsession with the passage of time is more acute.

He is conscious of every passing second:

"You can be oblivious to the sound

for a while, then in a second of ticking it can create in the mind unbroken
the long diminishing parade of time you didn't hear" (95).
To Quentin, time is endowed "\-li
th ugly and chaotic significance. ,,44
It is the "reducto absurdum of all human experience" (95). His references
to clocks and watches are filled with disdain:

"the watch telling its furious

lie" (192); "the round stupid assertion of the clock" (143). Quentin recalls
his father's words with the fervor of his own assertion:

I~ecause Father said

clocks slay time.

He said time is dead as long as it is being clicked off

by little whe eLs ;

only when the clock stops does time come to life" (104).

A little later he recalls, "Father said a man is the sum of his misfortunes.
One day you'd think misfortune wouLd get tired, but then time is your misfortune Pa'the.r said" (123).
The sounds of watches, clocks, and chimes are heard throughout Quentin's
section.

Upon entering the jevleller's shop he can only hear the clocks:

"The place was full of ticking, like crickets in September grass, and I
could hear a big clock on the wall above his head" (102). Throughout his
section Quentin's efforts are devoted to stopping time as symbolized by the
breaking of his wa+ch,

He breaks the crystal and removes the hands and yet

the clock keeps on ticking:

"The watch ticked on.

I turned the face up, the

blank dial with little whee Ls clicking and clicking behind it, not knowing
any better" (99).

In his obsession to stop time, Quentin is fascinated with
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clocks.
clocks,

As he passes

the

jeweller's

but the attraction

wi.ndowhe tries

to avoid looking

at the

is overwhelming:

... 1 thought about how , when you don't want to do
a thing, your body will try to trick you into doing
it,
sort of unawares.
I could feel the muscles in
the back of my neck, and then I could hear my \'latch
ticking
away in my pocket and after a while I had
all the other sounds shut a\-JaY, leaving only the
watch in my pocket.
I turned back up the street,
to the window (102).

His greatest

concern

is correct.

Vlhen the

je\veller

me•.• please

sir.

Just

reply

is to ',2uentin a co nfLr-mat i.o n of his belief

"Don't

tell

The jeweller's
that

clocks

ferent
that

with the je\Jeller'

negative
lie,

hours

that

attempts
tell

without

,~ free

trw incident
entire

paas

me if

me chan Lca'l time is

any hands at all"

For QU8~~tn, the past constantly
is

to tell

to know

if

him the time,

aE3E,ociation of past

w Lt.h the

little

age .i s inter"Joven

w i t.h eye:c; like

a toy boar's

Italian
':lith bits

any of them
quentin

says

any of them UTe r i.ght " (105).

not true

time:

" •.• a dozen

and each wi.t h the same as se.rt I ve and contradictory

mine had,

section

s '<latches is

dif-

assurance

(104).

erupts

into

the present.

and present.
girl.

An exampl.e

Quentin calls

of the past.

and tvo patent-leather

His entire
of this

her "sister

II

The "Lit t.Le dirty
pig-tails

II

(1lf4)

is
and the
child

reminds

him of Guddy:
Do you live down this way? She said nothing.
She walked beside me, under my elbow sort of,
eating.
Vie went on.
It was quiet, hardly any(me about getting
the odour of honeysuckle all
mixed She vIQuld -------------have told me not to let me sit
there on the steps hearing her door t\'Jilip;ht
slamming hearing Benjy- still
crying .supper she
\lou1d hl.we to ~
dOim then getting hone:(suckle
all mixed ~ in it lile reached the corner \ 148).
'I'he "she"

in the first

girl;

"she"

the

part

of the above passage refer!J

in the Lt a'l i ci zed portion

rei'ers

to the little

to Caddy.

i\

little

Italian
further
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in the

same section,

Quentin

says of the little

girl:

Poor kid •••• Nothing

but a girl.

followed

in the vIet &£ass 12anting _:theE.§.in like

back.

by "';/e lay
Do LOU £.are ~

This blending
section
relate

events

are

Sl. d e 0 ft·

ou t

All events
1928 are all
priate

present,
golf

course.

As they

on that

nail.
let

Benj,y:.

accidental
Benjy

"is

age is

an idiot's

years

old thirty

a broken place

2:l§_,

see"

since

for

E.£. we better

(24).

0 ft'

arne, 45

years"

appro-

of his
(36).

in the fence,

In the

stoop~,

through

Benjy events

the fence

are related

Unlike Quentin,

almost

completely

blending

of past

wher-e Caddy and her daughter,

into

with Caddy.

and present

Quentin,

recalls

"The reader

warnf.ng, across

is the incident

and

by the past,

present.,,47

become confused

a gap

some casual

who is trapped

a timeless

snagging

Stoop~,

in the present

only through

_

Uncle Haury-.said

Caddy said.

sometimes , without

the

Benjy's

here without

crawled thro1!E.h.

The snag on the nail

to another,

association.,,46
locked

'!!!:_

to

mind, vIe

A curiously

representative

"Cant you never cr av.l through

time when he crawled

example of' this

No attempt

of 1898, 1910, and

for Benjy.

symbolically

"he been three

an,y:body_
~

moves from one event
of years,

The events

one meaningless'time

Caddy uncaught .!!!£ and

Like this,

an earlier

to time.

are seen through

present.

cr-aw.Lthrough

snag on a nail:

not

EE. .!!l:L

cold shot

and Benjy are wa.Lkf.ngalong the fence whi.ch surrounds

clothes

.!£

This is immediately

. t s out , B
. has no ccnc ep t
o\vrey po i.n:
. en jy

of Benjy's

of time:

Luster

w i th no reference

in an everlasting

merged into

outside

a girl.

is even more pronounced in Benjy's

Since the events
'L
As

a.me,

description

place

and present

are presented

is made.

occur

(157).

just

d<2_
.lou do .lou" (15e).

of past

whor-e events

Poor sister'"

"'You're

Another
of the swing

in Benjy's

mind.
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The present is indicated by italics.
Lus-ter came back. 1;lai
t, he said. Here.
Dont f3.2_ overthere.
1'1issQuentin and
her beau in the swing yonder. You ~
on thi s "JaY. Come back here, Benjy.
It was dark under the trees. Dan
wouldn't come. He stayed in the moonlight. Then I could see the sVlingand
I began to cry.
Come a\my from there, Ben,iY, Luster
said. You know Hiss Quentin going to
~
mad.
It was t\-/onow, and then one in the
swing. Caddy came fast, white in the
darkness (65).
'/lementioned earlier that in both novels there is apparently no sense
of future.

\ve must, however, qualify this statement.

wher-eas

Faulkner

describes the end of an era as symbolized by the decline of the Compsons,
Kateb depicts a nation noi;yet come into being.

Therein lies the essential

difference be tveen the two Hriters • Although both novels portray hopeless
situations, in Ned,ima there is an undercurrent of future hope throughout.
In SF, on the other hand, no such hope exists.
of emptiness.

The novel ends on a note

Dilsey's presence in the novel, hovever , wouLd tend to dis-

credi t this v.i.ew
, She is, in fact, the only character in S},who has an
undistorted view of time.48
Christian faith:

But her vieVl of time is based on a simple,

"neither the past nor the future nor the present is

oppressive, because to her they are all aspects of eternity, and her ultimate commitment is to eternity.,,49 The Compsons, hmvever, have long since
lost their faith.
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CHAPTEH THREE:

STHUCTUHE

If structure refers to the basic organization of a worle of art, the
structure of a novel refers to the way it is pieced together, how the various
sections are constructed, how it is divided into its divers parts, and how
they contribute to the whole.

An investigation into the structure of a wor-k

thus becomes a study of its parts and hOH they are connected.
In SF Faulkner chose to divide the novel into four sections, each told
from a different point of view.
narrator.

Each section corresponds to a different

Each narrator attempts to tell the story of the Compsons in his

own "laY. In the end, we have four different stories, all related to a common center, Caddy.

As Faullmer himself points out, each section VIasan at-

tempt to retell the same story.

Not satisfied VIith the first four attempts,

he added the Appendix in a final effort to explain the Compsons.
In Nedjma Kateb has divided his novel into six parts.

The same story

is retold by four protagonists, Ivlustapha,Nour-ad, Rach i.d, and Lakhdar , As
in SP, each of the stories centers on a single character.

Each of the six

sections is further subdivided into sets of twelve chapters.
tv/elve chapters reveals a major thrust of the novel.

Each set of

Book I introduces us

to the major characters in their present situation, makeshift construction
Horkers.

Book II is mainly Lakhdar's section.

We are taken into the past,

to the events of t1ay 8, 1945 and Lakhdar's participation in that manifestation.
'de

are also introduced to Nedjma.

chapters.

Book III contains tvlOsets of tweLve

The first set deals with Hour ad and the second with Rachid.

In the

latter section we are introduced to Si t,10khtar,Rachid' s elderly companion.
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Book IV is also comprised of two sets of twelve chapters.
dominated by Hachid.

Both sets are

Book V begins with Lakhdar's early history and ends

with Mustapha's schoolboy experience.

Book VI, the final section, is also

divided into two sets of twelve chapters.
Ivlustaphaand Lakhdar.

The first set again deals with

It includes extensive excerpts from Hustapha's journal.

The last set concludes the novel.

We return to the present and to the begin-

ning of the novel.
Both structures, although presented differently, reveal a similar
narrati ve approach.

The narrators construct the novel, as it were.

Faulkner has done in four sections, Kateb has done in six.

\'lhat

Although four

points of view dominate each novel, in Nedjma, the same narrator tells his
story more than once.

Rac hi.d, for example, tells his story once to lvlourad

and again to a public vlriter in the f'ondouk,

Idkewise , Lakhdar tells his

story in Book II and again in Books V and VI.
Structure is perhaps the most striking element in both SF and Nedjrna,
Both authors describe a number of events through the eyes of four characters.
In SF the Compson story is retold successively by Benjy, Quentin, Jason, and
Dilsey.

As Lawrence Thompson suggests, "each of the four parts provides a

different aspect, a different vi.ew, a different angle of vision, a different
reflection

of some parts of the story. "I

Similarly in Ned,jma, Kateb describes

a series of events through the eyes of four characters \>lhoseattention is
generally centered on Nedjma.

She is at the very heart of the novel.

Yet

she "appears only indirectly, seen through the eyes of the men who love her
and worship her."

2

Each of the four characters w i shes to possess her.

represents for each some kind of hope.

But she eludes them all.

and Hustapha she signifies salvation.)

She is the unattainable star:

She

To Hachid
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"etoile de sang jaillie du meurtre •••qu'aucun epoux ne pouvait apprivoiser •••"

(179).

An aura of mystery surrounds her:

"1' ogresse

she is described variously as

sang obscur," (179) "fleur irrespirable," (179) and "La goutte

8.U

(180).

d'eau trouble"

To Lakhdar, she is "une femme perpetuellement en

fuite •••la forme)sensible,

l'epine, la chair, le noyau, mais.!!2.£pas l'ame,

.!!2!!. pas l'unite vivante ou

k pourrais

solution •••" (247).
seule m'arracher

a

me confondre sans crainte de dis-

To Hachid, she is "la gazelle fourvoyee qui pouvait
L'ombr-edes csdr-es "

(182).

Conscious of her elusiveness,

Rac hi.dwo uLd like to transform Nedjma, "sterile et fatale," into Nedjma the
mother:

"•.•je prefererais de beaucoup te re joindre dans une chambre noire,

at n'en sortir qu'avec assez d'enfants pour etre sur de te retrouver"
To Hustapha,

"l'Jedjman'est que le pepin du verger, l'avant-gout du deboire,

un parfum de citron •••"
d'evasion"

(176).

(140).

(84).

To Rac h.Ld, she signifies "un vain espoir

(177) and "la Salammbo qui allait donner un sens au supplice"

But above all, Nedjma is uncapturable:

"Je ne connais personne qui

l'ait approchee sans la perdre, et c'est ainsi que se multiplierent les
rivaux •••" (177).
dispara!tre,

a

Elusive yet ever-present, she is "distante, mais sans

la fagon d'un astre impossible

a

piller dans sa fulgurante

Lunrier-e " (138).

Nedjma, "star" in Arabic, is the center of a stellar universe.
is the sun around which the other characters rotate.

She

Maurice Nadeau has

extended Kateb's initial metaphor:

11

(KatebJ a construit un univers stellaire. En son
centre, il a dispose un soleil: Nedjma, aut~ur duquel
gravi tent un certain nombre d 'eto i Les grandes et petites,
pourvues elles-m@mes de satellites. 8i le soleil est
fixe et brille h peu pres toujours avec la m&me intensite,
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nous ne la connaissons que par ses reflets sur les astres
qui l'entourent et dont Ie mouvement regulier les approche
ou les eloigne periodiquement de sa lumHre.
II en va de
meme, par rapport a eux, de leurs satellites. Et comme
ces astres sont prisonniers du meme mouvement qui, a
l'intervalles fixes, les rend egalement presents, il s'ensuit dans une espece de "retour eternel," une confusion
complete du passe, du present et de l'avenir.4
There are many references in the novel to Nedjma as a star or sun:

"rna

mauvaise etoile," (176) "Ie crepuscule d'un astre," (177)"etoile de sang
jaillie du meurtre," (179) "Le rayon dont elle mavaj.t ebloui," (176) "La
mauvaise etoile de notre clan" (188).
captive of the same orbit:
et meme brasier" (181).

Each of the four protagonists is

"tous projetes comme les etincelles d'un seul

Prisoners of the same movement, they are captive

of the one they wi sh to capture:

"Put.squ'ils m'aiment, je les garde dans

ma prison •••" (67).
Similarly, Caddy in S}' appears only as seen through the eyes of one
of the other characters.
and love.

To Benjy, Caddy is a source of warnrth, comfort

Since he can only perceive things as sensations, he expresses

his joy in terms of smells \-lithwh i ch he is familiar:

"Caddy smelled like

leaves," (26) "Caddy smelled like trees in the rain" (38). To Quentin,
Caddy represents the Compson honor.

His section is especially concerned

with her role in the Compson downf'aLl , As Hobert Humphrey points out,
"Quentin •••even more than Benjy is obsessed; and like 'Benjy,his sister
Candace is the object of his obsession. ,,5
resentment.

To Jason, she is a source of

He blames her for his failures and justifies the theft of

the money intended for his niece Quentin as vengeance for his lost job.
"Once a bitch always a bitch," (198) such is Jason's view.
Not only do the two novels have similar centers of'attraction, char-
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acters who serve as primary focus, but also the structure in both cases can
be characterized as circular.

This is easily seen in Nedjma where the end-

ing repeats almost word for wor-dthe beginning.
with Lakhdar's escape from his prison cell.

The novel begins and ends

In their pursuit of Nedjma,

the four protagonists become locked into a circle of violence from whi.c
h
they cannot escape:

"Sur les quatre jeunes heros se referme un cercle de

violence que ne permet pas de briser l'oppression coloniale:

au sartiI'du

college, La prison, Le chantier, La prison. 116 As lVjortimerpaints out,
Lakhdar "escapes from his cell, but not from his prison; the escape is temporary and incomplete.

Prison, Kateb tells us time and again, in a myriad

of words and symbols, is colonial Algeria. ,,7

The importance of the circle

in Kateb's work has been noted, among others, by Jean Dejeux:

"L'image

fondamentale chez Kateb est Le cercle, au mieux 11..1. sPirale.118Nedjma, in
fact, progresses by means of spirals.

Each set of twelve chapters forms a

spiral.

As 11eadepoi.n
t s out, the final spiral

Nine spirals form the whoLe,

is a repetition of the initial one:
Voici que les chapitres onze et douze de
l'ultime spirale reprennent, presque mot
a mot, Ie debut du premier chapitre et la
fin du neuvieme de la spirale initiale.9
Each spiral converges on Nedjma "comme les rayons d'une roue vers son essieu.1I10

Rach i.d's memories are described in terms of a circle:

II •••

comme

s'il avait conscience de decrire un cercle, sans quitter Ie point de depart
•.• de sorte que Ie cercle n'etait qu'une promenade

failli Le perdre ••• 11 (167).

a contre-coeur qui avait

As is indicated by Hortimer, Iflfhe
novel spirals

Lnwar d reaching a certain climax:

Nedjma' s return to the Nadhor ( the an-

cestral homeland) and the death of Si Jvlokhtar."ll
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'ilhereasthe structure of Nedjma is suggestive of a spiral, tl!estructure of SF is more reminiscent of a circle.

:ilhilethe spiral is an ever-

changing, open-ended configuration, the circle is a constant, closed figur e .

In 3]<',"the whe sL [of the action] comes full circle.

We began Vii
th

Ben, in the first section knov i.ngnothing about the Compsons, and ve end
12
\Iith Ben, kno wi.ng all about the Ccmpsoris;"
enlarging concentric circles:
.

The S.B' develops in terms of

each section moves f'or-war-d and backward in

time Itconstantly adding meanlngs.

,,13

As Brooks points out, ItThereader's

movement through the book is a progression from murkiness to increasing

14

enlightenment. It

Each section builds on the preceding one.

Itpartof the

sense of enlightenment comes simply from the fact that ve are traversing
the same territory in circling movements •.•• 1t

lr:'
J

The changing of Benjy's

name, for example, is presented twice in the novel.

First in Benjy's section:

His name's Benjy noV!,Caddy said.
HoV!~
it is, Dilsey said. He aint
~
out the ~
he ,vasborn viith ~,
is he. Benjamin ~
out of the bible,
Caddy said. It's E:. better ~
for him
than Haury~.
Ho\/~
it is, Dilsey
said. Mother says it is, Caddy said.
Huh, Dilsey said. Name aint going to
help him. Hurt him, neither. Polks dont
have no luck, changing names (77).
Then in Quentin's section:

Another example of this is [.'jiss
Quentin's affair \lith Ittheman with the
red tie. If

j<'irstin Benjy' ~3 section:
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there, Luster said. They sat up in the
sv/ing, quick. Quentin had her hands on
her hair. He had .§. red tie--r67)•
Next in Jason's section:
She (Quenti;Yhad dodged out of sight
somewhere. Saw me coming and dodged into
another alley, running up and down the
alleys \'/i
th a damn show man in a red tie
that everybody would look at and think what
kind of a damn man would wear a red tie (251).
Finally in Dilsey's section:
He [Jason] believed that both of them wouLd
know him on Sight, while he'd have to trust
to seeing her first, unless the man still
wor-e the red tie. And the fact that he must
depend on that red tie seemed to be the sum
of the impending disaster···(323).
There are other illustrations of J;'aulkner'stechnique of dealing twice
or more with the same fact or event.

In Benjy's section, for example, we

VIitness a quarrel be tween Jason and his niece Quentin:
Hush your mouth, Jason, Dilsey said.
She \'Jentand put her ~
around Quentin.
Sit d<2~, honey, Dilsey said. He ought
to be shamed of hisself, thrmving vJhat
aint 2l2...~£ faul t ~ to you.
"3he sulling again, is she." Hoskus said.
"Hush your mouth." Dilsey said.
(~uentin pushed Dilsey mvay. She looked at
Jason. Her mouth ~
red. She picked .!;!£ her
glass of water. and s',lUngher ~
back,
looking at Jason. Dilsey_ c8.uf';ht
her arm.
They fought. The glass broke ~ the table,
and the water ran into the table. Quentin
was ~ning
(90). --As reported by Benjy, the incident is confusing.
wha t he sml and heard.

His view is limited to

In Jason's section, we encounter an extended ver-

sion of the same quarrel:
I grabbed her by the arm.

She dropped
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the cup.
It broke on the floor and she jerked
back, looking at me, but I held her arm. Dilsey
got up from her chair.
"You, Jason,"
she says.
"You turn me loose," Quentin says, "I'll
slap
you."
"You vlill, will you?" I says, "You will will you?"
She slapped at me. I caught that hand too and
held her like a wildcat •
.. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. ..
"NoVI," I says,
"I warrt to know what you mean,
playing out of school and telling
your grandmother
lies and forging her name on your report and worrying her sick.
what do you mean by it?"

.....

....................................................................................................
"None of your damn business,"
she says.
"You turn
me loose.
Dilsey came in .trhe door.
"You, Jason,"
she says.
"You get out of here, like I told you,"
I says, not even looking back.
"I want to know
where you go "Thenyou play out of school," I says.
"You keep off the streets,
or I'd see you. ''':ho do
you play out with?
Are you hiding out in the woods
wdt h one of those damn slick-headed
jellybeans?
Is
that where you go?"
"You--you old goddamn!" she
says.
She fought, but I held her.
"You damn old
goddamn!" she says.
"I 'II show you," I says.
"You
may can scare an old woman off, but I'll
show you
who's got hold of you now." I held her with one
hand, then she quit fighting
and watched me, her
eyes getting
\-lide and black.
tilt/hat are you going to do?" she says.
"You Hai t until I get this belt out and I'll
show
you," I says, pulling my be 1tout.
'I'hen Dilsey
grabbed my arm.
"Jason,"
she says, "You, Jason! Aint you shamed of
yourself"
(201-203).
II

In Ned,jma, Kateb employs a similar
vIe

are

him:

told
"Voila

premiere
Li ttle
we find

fois

that

Lakhdar quarreled

notre
qu'un

is revealed
a detailed

ami Lakhdar,

se fait

the incident

description

In Book I,

with his foreman,

qui a regIe

chef d'equipe
about

technique.

-Pas In

par un manoeuvre ••• " (12).
In the beginning

of the same quarrel:

-t'Jais pourquoi va us taisez-vous
Alors je suis un imbecile?

and injured

son compte a t1. Ernest···

rosser

i tselL

Hr , Ernest,

for instance,

quand j' arrive?

of Book II,
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-Loin de la, susurre Lakhdar.
M. Ernest frappe Lakhdar a la t§te, avec le
m~tre qulil a en main.
Le sang •

................ ..... ....... . ..... ....... ..

Les l~vres tachees par la sauce des chouxfleurs, i,1. Ernest marche vers Lakhdar j cette
fois, llinterpellation de sa fille l'ayant
eleve aux sommets de l'heroisme, il jette Ie
metre dans la tranchee; Lakhdar fait un
tour sur lui-meme, prend Le contremaitre Et
la gorge, et, dlun coup de tete, lui ouvre
llarcade sourcillierej match nul! disent les
sourires involontaires des temoins (49-50).
Another example of wha t l'iortimerrefers to as "the double vision of each
experience,,16 is the manifestation of May 8, 1945.

~;lhenLakhdar is arrested

for striking Hr. Ernest, he recalls his earlier arrest f'oLl.owf.nghis participation in the May 8 demonstration:
Fallait pas partir. 3i jletais reste au coll~ge,
ils ne m'auraient pas arrete. Je serais encore
etudiant, pas manoeuvre, et je ne serais pas enferme une seconde fois, pour un coup de tete.
Fallait rester au coll~ge, comme disait Ie chef
du district (53).
This event is repeated in Book VI.

Here it is placed \;1i
thin a larger his-

torical context:
L'Allomagne ~ capitule.
Couples. Brasseries bondees.
Les cloches.
Ceremonie officiellej monument aux morts.
La police se tient a distance.
Contre-manifestation populaire.
Assez de promesses. 1870. 1918. 1945.
Aujourd'hui, 8 mai, est-ce vraiment la
victoire?
Les scouts defilent a llavant, puis les
etudiants.
Lakhdar et 1\1ustaphamarchent cote a cote.
La foule grossit.
Quatre par quatre.
Aucun passant ne resiste aux banderoles.
Les Cadres sont bouscules.
Lbymne commence sur des levres d'enfants:
De E.2E.. rnontagnes s'eleve
La voix des hornmes libres (227).

-.~.-... ~.-.-~- ....

~-------~
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Thus, both Faulkner and Kateb make similar use of repetition.

An

event is at first presented briefly and at times obscurely to be expanded
and clarified at a later point in the story.
meaning of events becomes clearer.

As the novel proceeds, the

The reader's efforts are rewarded as

he reaches the end of the novel.
The reader, in both cases, experiences the same feeling of fragmentation.

Referring to SF, Lowr-ey has stated:

'trfhe
reader receives only

bits and pieces of the action as he reads from page to page ••••He is forced
to put the action together again as he goes along by a process whi.chcan
best be likened to the process which the reader of a detective story must
perform."

17

Heferring to Nedj.!£§.,
Hachid Benouameur has noted:

"C'est un

roman difficile et deconcertant, voire inextricable, qulil faut savoir reconstituer soi-merne comme les fragments epars d'un miroir brise.,,18
I t is perhaps relevant at this time to cite what the authors themselves have said about the writing of their respective novels.

In an

Lnt.er-va
ew VIith Jean Stein, Faulkner made the following statement about
the SF:
I had already begun to tell the story through
the eyes of the idiot child, since I felt that
it would be more effective as told by someone
capable only of knowi.ng what happened, but not
",hy. I saw that I had not told the story that
time. I tried to tell it again, the same story
through the eyes of another brother. That was
still not it. I tried to gather the pieces together and fill in the gaps by making myself
the spokesman.19
In a lecture given in Algiers in April, 1967, Kateb described h.is method
in Nedjma in the f'oLl.owi.ng manner:
••• j'ai commence tout a fait dans les tenebres,
instinctivement, sans avail'vraiment un plan,
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je m'en suis rendu compte plus tard d'ailleurs,
j 'ai commence ~l me rendre compte que mon oeuvre
decrivait des courbes. Alors, je me suis dit,
bien c'est idiot pourquoi alors faut-il qulil
y ait un commencement pour que j'aboutisse a
une fin; puisque je m'apergois que rnapens6e
tourne sur elle-merne, laissons-la tourner.20
Although Robert Penn Warren did not have Nedirnain mind when he described
the spiral method, it is quite applicable:

"•••the spiral method •••takes

the reader over and over the same event from a different altitude, as it
wer-e, and a different angle."

21

Yet, beyond this similarity of general approach, each novelist develops
his own structure as he fits the different pieces of the novel together.
,§!, Eau.Lkner has devoted one section to each character.

In

Each of the first

three sections is presented from a single point of vi.ew, that of its narrat~r.

In one section, the story is told as if from an "objectivell point

of view--what

some critics have called an

omniscientll point of view. Of
22
course, there is no such authorial device as "omniscience. II
Still ve
Il

must grant that the story is the same experience that is told more impersonally.

Paulkner is there because, as he said, he tried to tell the story

four (even five) different i·/ays. In that sense 1;Iecan say that Section
Four is his most even-handed, dispassionate treatment of the fall of the
house of Compson.

Although the four sections are distinct, their final

meaning stems from their interdependence.

Ned,jma, on the other hand, "Ls

structured upon its leitmotif, the six pointed star.1l

23

As pointed out

earlier, the novel is divided into six sections, each of which is further
SUbdivided into chapters.

Books I, II, and V contain tweLve chapters each,

I;lhileBooks III, IV, and VI contain two sets of tvlelvechapters each:
"De petits chapitres se devident, par suites de douze, comme las grains
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d'un chapelet d'ambre.

La douzaine finie, une autre recommence."

24

The

structure of Ned,jma seems more complex and intricate than that of SF.
Within each section, the same events are reviewed successively from several
points of vie,v: "Au cours de La nanr-atLon , Kateb Yacine expose alternativement--et quelquefois

simultanement--le point de vue de quatre narrateurs-

At re appe l' e secon da.i
amis •••dont aucun ne saural. t e
alre. ,,25 B-00 k III, for in-

stance, opens viith tvlourad'
s reflections on the rather curious relationship
be twee n Rachid and a man at least tv/ice his age, Si ivJ.okhtar.Then Hachid
is shown in a room with Mourad to whom he reveals the history of their common ancestry.

Finally, Si lvlokhtarhims0.1f appears during the course of a

pseudo-pilgrimage

he made with Rachid to Mecca and tells the story of their

tribal origins.
The use of multiple narrators is an attempt on the part of Kateb as
well as Faulkner to reveal different aspects of the same event.
wedd i.ng, for example, is alluded to three times.

Caddy's

In Benjy's section it is

described as follows:
!.~
them. Then!. ~
Caddy, with flowers
in her hair, and.§: lon~ veil like shining
wind. Caddy Caddy

158).

The same event repeated in Quentin's section becomes:
She ran right out of the mirror, out of the
banked scent. Hoses. Roses. Hr. and i'lrs.
Jason Hichmond CompBon announce the~rriage
of (96).
A little further in Quentin's section, the event is repeated and expanded:
Onl:y she ~
running already when !. heard it.
In the mirror she ~
running before! knew
"ha tit was. That quic~, her train caught up
~
her ~
she ~
out of the mirror like .§:
cloud, her veil s\'/irlingin long glints her
heels brittle and fast clutching her dress

46

onto her shoulder with the other han~, running
out of the mirror the smells roses roses the
vOicethat
breathed o'er Eden•••• She ran out of
----------her dress,
clutching
he£ bridal,
running into
the belloHing ••• (100-101).

~-Another

example of this

mention

of it

is Damuddy's funeral.

In Benjy's

section

the first

is made by Frony:
"Is they started
the funeral yet."
"what ' s a funeral."
Jason said.
"Didn't mammytell you not to tell
them." Versh said.
"wher-e they moans." Fr ony said.
"They moaned tHO days on Sis Beulah Clay."
The~ ~ned
at Dilsey's
house.
Dilsey ~
moaning.
'dhen Dilsey moaned Luster said,
Hush, and \ve hushed, and then l began to
cry and Blue howled under the kitchen steps.
Then Dilsey stopped and
stoJ.2Ped ( 52-Y:---

ss.

A little

later

what is

happening

Caddy said.
tion,

in the same section,

the

in Darnuddy's room:

'Just
event

Caddy climbs up the pear tree

sitting

in chairs

is mentioned

'" They're

He smell hit.

not doing anything

and looking

only briefly:

III

He cried.

event,

Hoskus makes the f'oLLow'i.ngremark to Dilsey:

Still

another

of' Quentin

nightly

climbing

(109).

In Quentin's

Heferring

sec-

reported

escapades.

to the same

"rrhey been tVIO, now••••

and you is too"

example of one incident

of view is Miss Quentin's
cription

He smeLh hit"

I seen the Sign,

(65).

in there,'

"Benjy knew it when Damuddy

died.

Going to be one more.

to see

(48).

from several

In Benjy's

section,

out her bedroom w i ndow is reported

points
the desas mere fact:

Here she ~,
he [Luster'J said.
Be quiet,~.
i/e
werrt to the vlindO\vand looked out.
I t came out of
Q"Uentin'swindow and climbed across into the tree.
'vie vlatched the tree
shaking.
The shaking \vent dovln
the tree,
then i t ~
out and ~ watched i t ~ a)ay
across the grass.
~
'.:!!:.. couldn't ~
it"l"92-93 •
Earlier,
every

Luster
night

makes a reference

to Quentin's

she can climb down that

tree.

promiscuity:

"They comes

I dont keep no track

of them" (69).
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In Dilsey's
Jason's

section

lost

the

same event is reported

but now in the light

of

fortune:
"Me and Benjy seed her clamb out de w i ndow last
night.
Didn't us, Benjy?"
"You did?" Dilsey said, looking at him.
"VIe sees her doin hit ev'y night,"
Luster said,
"Clamb right down dat pear tree" (302).

Id kewi s e in Ned;jma, Kateb uses shifts
purpose.

At the beginning

market and Hustapha,
and vegetables.

\'Ie

who is

of the novel,
a porter,

are given

in point
for

carries

two versions

of view for

a similar

example, Nedjma goes to the
her basket

of this

event,

full
first

of fruits
tihr ough

Nedjma's eyes:
Remonter a la terrasse?
Trop de curieux •••
Trop de connaissances
dans les tramvl8,Ys•••
Quel maladroit!
Les fruits
ont failli
torriber ••• 11 avait les mains bi8."nches, les
~les
sales ••• Agreable, ~
cette taille
de chimpanze ••• Pas d'ici,
evidemment.
Chasse
par ~ famille?Cette
fagon d'economiser ~
barbe •.• Si Kamel savait que j'ai donne cent
francs.§::..1E!. commissionnaire! ••• Pourquoi. l'ai~ fai t ~ ,juste?
Pour l' eloigner...
(6~
Then through

l!lustapha's

eyes:

Elle etait
revetue d'une ample cagoule de
soie bleu pale, comme en portent depuis peu
les Ivlaroc8:;:nes emancip1e"s; cagoules grotesques;
elles
escamotent la pOitrine,
la taille,
les
hanches,
tombent tout d l une pi~e aux cheillles;
pour Q.!!.~,
elleSCou~ient
les jambelets d' or
massif (la cliente
en portait
un tr~s fin et tr~s
IOUI'd)•• :-:-Elle m'a parle en frang~
Desir de
couper les ponts en metraitant
non seulement
comme un commissionaire,
mais co_
un mecreant,
.§:_ qui
lIon signifie
qu'on n'a rien de commun~
lui,
evitant
de lui parler dans la langue maternelle.
Pas voulu que ~ l' accompagne ~ trarm/ay
••• Le couffin n'etait
pas si 10urd ••• J'auro.is pu
la SUi vrejusqu'
a la villa-;- si elle ne m'avaitvu
au moment de desce'llifre; du tramway;- ~ l' ai vue,gravir un talus,
disparaitre;
puis mon regard s ' est
porte au sommet du talus (72).

.----.~.~--------~~~--48

In Book III, Nedjma's arrival in Oonstantine is an excellent illustration of
Kateb's use of the shift in point of view.
from an impersonal point of vLew s
sut comment.
(104).

a

Her arrival is at first described

"Elle vint a Constantine sans que Hachid

11 ne devait jamais Ie savoir, ni par elle, ni par 3i l'Iokhtar"

Rachid describes the same event on the f'oLl.ow.i
ng page:

"Elle vint

Constantine je ne sais comment, je ne devais jamais Ie savoir."

particular shift in point of v i ew serves as a transition between
tv/elve chapters.

This
t\JO

sets of

One event thus becomes subject to other interpretations.

'fhis passage exemplifies what t1eaderefers to as an "enroulement" or a
26

coiling up of the action.

"By substituting a circular time pattern for

a linear one, Kateb achieves a unique juxtaposition of past, present, and
future."

27

The reader of both novels thus experiences what Lowrey refers

to as '"suspense in reverse '--instead of wondering \..
hat w i Ll,happen in the
future, the reader wonders what has happened in the past and puzzles over
making the proper connections."

28

This is due to the fact that tbe +wo

stories begin at a high point and wor-k backwards.
flashbacks, the reader gains increasing insight.
cess of continual re-evaluation of events.

Through a series of
He is forced into a pro-

29

Conrad Aiken's description of Faulkner's method in Absalom, Absalom!
best summarizes the structure of both S]?and Nedjma:
•••there is no beginning and no ending properly
spaakt.ng, and therefore no logical point of
entrance: vie must just submit, and f oILow the
circling of the author's interest, which turns
a light inward t.owar-dsthe center, but every
moment from a nevi angle, a new point of vi ev ,
The story unfolds, therefore, now in one color of
light, now in another, with references backwar-d
and forward •••• 30
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Altbough

style and structure

tinguishable.
And

this

Chapter

It is at times, howsve r , difficult

his

Three,

structure

parts

story.

structure,

For our purposes,

whole

of the novel as a whole,
By style, vie generally

wh i oh the \.,rri
ter uses to tell

of style may include many aspec t s of a wo rk
rhetorical

devices,

imagery,

vJe will limit the discussion

t

dic-

and rhythmic patterns.

to diction and imagery as

novelists

began their literary

8.S po et.s , KD.teb

careers

(1946) and Pau Lkne r ';Jithrrhe ['jarblePaun
retaJns

"He began
Brooks

As shoun in

expres[,ions and as they relate to time.

Both
10ques

to e ach other.

wanner of expression

A discussion

sentence

poetic

to d Lssoc Lat,e the tvJo.

refers to the organization

and their relation

that characteristic

tion,

they are not indis-

is as it sbould be in a work whose style is organic.

its various
mean

are related matters,

a poetic quality.

Referring

w.ibh 301L-

(1924).

rrllClir
wo r-k as a

to Faulkner,

Leaver has said,

as a poet; he is still a poet, a 'maker' \lith and of \Vords.••• "l

has described

according

to Leaver,

s i ty is sustained

him as a "symbolist
is intensity.

poet."

Usually

by Eau Lkne r in the novel.

2

His dominant

characteristic

characteristic,

of poetry, inten-

Pau Lkne r himself adrnits being

a poet at heart:
I'm a failed poet. tvIaybeevery novelist wants to
write poetry first, finds he can't, and then tries
the short story, which is the most demanding form
after poetry.
And failint;;at that, only then does
he take up novel vr i ting. L~
Similarly
by Georges

Kateb remains

a poet within his novel.

,Joyaux as "a long prose poem."

.
ar t as poetlc

6
rea l'
lSlH.

daurice

5

Nedjma has been described

Edouard Glissant has defined his

Nadeau stresses

that he is, above aLL, a poet.
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So.technique ne fait pas oublier qulil est avant tout
un poete. Et de 10.meilleure espece: pour qui reve
et r~alit~, histoire et mythe, propos de tous les
jours et pens~es raffinees sont materiaux egalement
nobles pour creer un langage nouveau ••••7
In Nedjma it is at times difficult to distinguish prose from poetry.
Peut-on chez Kateb, distinguer prose et poesie?
Toute son oeuvre est congue comme un poeme sur
plusieurs plans, empruntant llepaisseur de la
duree au roman, la force tragique a la parole
th~8:trale, se cristallisant dans Le poeme•••8
In a conference in Algiers in April, 1967, Kateb described his early interest
in poetry:

"A llage de douze ans, tout en etant ce qulon appelle un bon

, me paSSlonner
.
.
t pour 1a poeSle.
'.
,,9
e'1'eve, j ,.al commence, a
unlquemen

As a result of his passion for poetry, ve find in Ned,jma passages of
beautiful

lyricism, a fine awareness of sound, and a sharp sense of imagery.

The greater part of Katebls images are based in nature.

Huch in the same

way that Caddy is associated viith the smell of trees or leaves for Benjy
and the fragrance

of honeysuckle for Quentin in SF, Nedjma is associated

with the lemon tree.
fruit:

She is at once the sVleetfragrance and the bitter

itAdouze ans, elle dissimule ses seins douloureux comme des claus,

gonfles de llamere precocite des citrons verts •••" (78), "Nedjma nlest que
Ie pepin du verger, l'avant-gout du deboire, un parfum de citron •••" (84).
One of the last images VIe have of Nedjma shO'.vsher leaning against a lemon
tree in her garden.

This description of Nedjma reinforces the idea of the

una'tt af.nab.Le
, the uncapturable.

Even the entrance to her villa provides a

natural barrier to all potential intruders:
de residences

"•••la villa Ned,jrnaest entouree

qui barrent la route du tramway, au bas dlun talus en pente

douce, couvert d I orties ••• " (65).

The association
less

intense

suckle

that

inescapable

was leaning

to

get

toward

"damn that

and throat

at all

section

like

arm it

the fragrance

honeysuckle,"

paint

In SF the smell of honey-

it

had got into

thick

grey honeysuckle"

of honeysuckle

(170).

changes throughout

(173) "Honeysuckle was the saddest

"Sometimes I could put myself to sleep

saying

a:fter

the

the whoLa thing

lise

night

of the

and unre st •••

four

important

One motif
section
are

Rachid
his

alone

it

is

the novel.
hors

pursuit

decline

is

Il

mixed up in it

(188).

\'lord motifs

As Leaver points
in Quentin's

which is commonto both novels

made to rivers,

through

got all

and wa'ber ,

Nedjma herself

de son Rocher,

is

l' attirant

that

out,

my hand

Quentin's
the section:

odour of all. •• ,"

over and over until
came to symbo-

honeysuckle

is one

section.10
is \'later.
ll

mentioned forty-eight
baths,

my breathing

and jump and I had to pant

(187)

honeysuckle

an en-

her blood pounded against

began to jerk

out of that

however , is much

becomes by mere repetition

" ••• the honeysuckle

on my other

any air

at-titude

Quentin's
odor:

was on her face

I

of Caddy and honeysuckle.

whi.ch permeates

gulfing,
it

than

between Nedjma and the lemon tree,

times.

In Quentin's

In Ned;jmamany references

The Seybouse and Rhumme
L Rivers
"La goutte
vers

d ' eau trouble

La mer,

a

qui entraiml

Bone••• " (180).

of Nedjma, Rachid becomes the shadow of his former self.
described

in terms of a drying

spiral

'I'hr-o ugh

His

river:

Rachid n'etait
plus qu'une ombre sans fusil,
sans femme,
ne sachant plus que tenir une pipe, pseudo-Hac hid issu
trop tard de la mort paternelle,
commel'Oued El Kebir
ne prolongeant que l'ombre et 1a secheresse du Rhumme1,
sans lui restituer
sa violence vaincue ••• (180).
In Book IV, Chapter
The chapter

IV of lJed;jma the water imagery is especially

is written

entirely

from Rachid's

pOint of viev.r.

abundant.

He and 3i
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Hokhtar have removed Nedjma from her husband, Kamel, in an effort to return
her to the homeland.

Before arriving, they stop to rest.

\>IhileNedjma

bathes, Rac bi.dnotices a Negro observing her from a nearby fig tree.

'dater,

a natural symbol of life, is here described as a guardian of beauty beyond
time:
Pourquoi ne pas etre restee dans lleau? Les corps de
femmes desirees, comme les depouilles des vip~res et
lesparfums volatils, ne sont pas fait pour deperir,
pourrir et slevaporer dans notre atmosphere: fioles,
bocaux et baignoires: clest 18.que doivent durer les
fleurs, scintiller les ecailles et les femmes s'epanouir,
loin de l'air et du temps ••• (1)8).
Nedjma's bath wate r becomes sacred.

Rachid cannot bear the thought of the

used Hater reaching the Negro who is now asleep under the fig tree:
•••allais-je reveiller maintenant Ie negre avant que
l'eau (l'eau ou avait baigne la femme fatale) descendit
jusqu'a lui? Ne serais-je pas alors dans la posture d'un
amant disant ~l un intrus: "Elle vient de se baigner,
veuillez vous ecarter, car cette eau la contient toute,
sang et parfum, et je ne puis supporter que cette eau
coule sur vous •••" (141).
The sacred "later becomes "1'eau interdi te" (141).

The Seybouse River whf.ch

runs near Guelma and Bone is described during a rare storm:
•••la Seybouse miraculeusement engrossee sty delivre, en
aversea intempestives de fleuve a l'agonie, vomi par les
rivages ingrats qu'il a nourris; extatique, d'un seul et
vaste remous, la mer assombrie mord insensiblement dans
Ie fleuve, agonisant jaloux de ses sources, liquefie dans
son lit, capable a jamais de cet ondoiement desespero qui
signifie la passion d'un pays avare d'eau, en qui la rencontre de la Seybouse at de la Hediterranee tient du mirage; l'averse surgit en trombe, degenere, eternuement
avorte; les constellations se noient d'une nuit a l'autre
dans l'embrun, subtilisees ainsi que des escadrilles au
camouflage vaporeux; porte-avions, tirant des flots
bouleverses quelque essence de planete, en depit des
crepiternents belliqueux du ressac, l'orage rassemble ses
forces, avec l'irnprevisible fracas d'un char tombe de
gouffre en gouffre; fantome cramoisi effilochant au vent
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d'ouest son hamac, tralne un soleil grime, calumet sans
ardeur s'eteignant dans la bave d'une mer lamentablement
vautree ••• (66).
The Rhummel
happy
j

I

River

childhood

etais

which runs through Constantine

memories:

libre,

in despair.

"Je me souvins de man aventureuse

j'etais heureux

d ' un fleuve

au bord

is the site of Racht.d ' s

(138).

evanoui"

The balcony

dans le lit du Rhummel;

enfance; vrai;

une enfance

de Lez ar-d

But it is also the site of his retreat

of the fondouk

overlooks

the Rhummel

Hiver •

••• le balcon semblait un hamac surcharge de silhouettes
recueillies sur le lit de mort du fleuve, dans un bouillonnement de pierres tombales desesperement repoussees
sous le flot rare du Hhummel aux forces toujours en suspens,
ne recevant que de breves pluies sans promesse, COTllmeune
infusion de sang a un vieillard dont les os gisent dej~\
desseches ••• (172).
As Rachid

retells

his story to the unknown

of the same fondouk
+ar-L"

(172).

"au-dessus

Another

de l'abime

reference

to a river

journalist,

he is on the balcony

ou Constantine
is perhaps

contemple son fleuve

one of the most reveal-

ing:
Rien n 'entame l' epaisse co Ler e de l' oppr Lme ; il ne compte
pas les annees; il ne distingue pas les hommes, ni les
chemins; il n'y a qu'un chemin pour lui; c'est le chemin
des Hornains; celui qui mane Ella riviere, au repos, 2. La
mort (199).
Uedjma

herself

turbulent

becomes

s'enfuyant

Kaleidoscopic
Kateb.

It implies

ding to Beck,
shifting

a river:

vers la mer, symbole du drame de l'Algerie en lutte.,,12
is a term often used by critics

lucinations

of both Faulkner and

a vJide range of color and a richness

Faulkner's

in kaleidoscopic

"a mosaic

lINedjma prends alors la forme d'un oued

of scenes,

of texture.

Accor-

style is lithe stain of many colors, refracted
suspension.1I

fragmented

like the colors

13

and

iVlortimerhas described Nedjma as

time sequences,

flashba.cks, dreams, hal-

in a Imleidoscope •••. ,,14 The variety of lan-
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guage found in each novel is chiefly the result of shifts in point of v Lew
Language is adapted to the speaker.
view of the Compsons.

,

In SF, Benjy's section is an idiot's

The story is related in a manner befitting an idiot.

"All his mind does is reproduce what it takes in through the physical
senses." 15

Consequently, his section is a record of sensory impressions:
She smelled like trees. In the corner it ~
~,
but .l could ~
the wi.ndow, .l squatted there, holding
the slipper. .l couldn't ~
it, but .!.Ql. hands ~
the
slippe~ but_.l couldn't ~
myself, but ~ hands could
~
the slipper, and .f_ squatted there, hearing it getting dar~ (91) •

In Benjy's section, we find frequent references to the smell of trees, Caddy,
and firelig h t, t~
ue" t~uree thOlngs B""
enJamln 1 oved •16
Father's shoulder.

"Caddy's head was on

Her hair was like fire, and little points of fire were

in her eye s, and I werrt and Eat.her-lifted me into the chair too, and Caddy
held me.

She smelled like trees" (91).

These symbols "come to dominate

not only Benjy's consciousness, but the reader's also." 17 Events are recalled \Vith no attempt at cause and effect for this would be beyond Benjy's
Possibilities.
them

w.i,

In his section, \Vords and events are related as he sees

th no value judgment.

VfhenBenjy is the "speaker" the aerrt
ences are

generally simple and straightforward.

The vocabulary is simple and very

limited.
Our sl1adows were on the grass. They got to the trees before
\Ve did. Mine got there first. Then \Vegot there, and then
the shadows were gone. There was a flower in the bottle.
I put the other flower in it (73).
In Quentin's section, on the other hand, we have an enlightened yet
obsessed cbaracter.

Hepetition is significant and "quite natural to an

obsessed mind. illS In addition to the word motifs already mentioned, hone:{_suckle and water, there are also door and sister.

"Add to this the time

rnotifs--\;Tatch,
clock, and chimes--and Quentin's conflict is complete.,,19
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The diff'erence betwe en the first two sections in SF stems from "the fact that
Quentl·n I ~ mi.
nd is much more complex than Berrjy IS.

20
"

Unl·l
lee B enjy, Quentin

reasons, imagines, remembers and r-evi ews events and ideas.
style is more intricate.

Consequently, his

The sentence structure and vocabulary are in turn

more complex.
I could smell the curves of the river beyond the
dusk and I saw the last light supine and tranquil
upon tideflats like pieces of broken mirror, then
beyond them lights began in the pale clear air,
trembling a little like butterflies hovering a
long way off. Benjamin the child of. How he used
to sit before that mirror. Refuge unfailing in
which conflict tempered silenced reconciled. Benjamin the child of mine old age held hostage into
Egypt. 0 Benjamin. Dilsey said it was because
Mother ,JaS too proud for him. 'I'heycome into white
people's lives like that in sudden sharp black
trickles that isolate white facts for an instant in
unarguable truth like under a microscope ••• (188-189).
The :first two sections of SF are examples of the stream-of-consciousness
technique.

The effect of each section, however, differs with respect to the
Quentin's section contains many soliloquies.21

narrator.
section,

»ie

Contrary to Benjy's

find in Quentin's section "the tone of communication rather than
.

the tone of self-expresslon."

22

In Jason's section, on the other hand, the technique used is what
Humphrey terms "surface soliloquy •••wi th little attempt to present unspoken
thoughts."

2)

Jason, the cold, calculating, arrogant brother expresses hirn-

self in a hurried style, sarcastic in tone, and colored with brooding resentment.

To his mother who says, "You are the only one of them [Children] t.hrrt

isn I t a reproach to me, II he replies, "I never had time to be·

I never had

time to go to Harvard like Quentin or drink myself into the ground like
Father.

I had to work" (199).

In a conversation with his boss, Earl, Jason

says, "1£ you wan t to make a slave of yourself to your bus i ness , it I saIl
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right

w i,th me. II

1'1 reckon

"Not unless

replies.

it's

!nost.

never be a slave

Jason is often

Damn little

time to do anything

never had to go to Harvard to learn
fail

because

sell.

of his

He attempts

market closing

lateness.

section

duced to "the

ravelled
Dilsey

lights

prepares

the fire,

also

from condensed,

of his

quietly

for

half

supper as

past

three

(252).

0.1I

His stock market endeavors

of a drop in points
it

too late

to

is one hour after

breakfast,

prose

hallucinatory,

prisoner

the sections.

The dominant figure
with Jason's

defeat.

1s cell."

HI'S.

Compson'shot

is
Her

Jason is re-

a wornout sock" (329).

heats

It

is Dilsey.

is engaged in the da.iLy household chores.

noted for

stark

of all

behind the wheel of a small car,

w i.th his

rl:hrough:3he

water bottle,

wrri nt.ng,

tbe richness

of his style.

to long interior

Each of> the main characters

and at times

VJaS

only to realize

narrator.

w i th her constant

Kateb is

24·
-

It

late

Jason (228).

but then I am used to that.

out about him like

out the section,

style.

He learns

are contrasted

man sitting

life

and contends

He is

is the most conventional

and endurance

invisible

that"

to wire his broker

by an "omniscient"

fortitude

in,

retorts

Earl

II

time.

The last
rendered

late.

"I went back to the store.

work.

to any business,

Jason Compson's business,"

Characteristically,
well as for

you'll

variations

monologues" char ac berize his

has his own style

Hachid "conjures

"Stylistic

up [ghost~

of expression.

Dreamy

in the dark solitude

25

Bt Le vieux Keblout legendaire apparut en reve EL Rachi d ;
dans sa cellule
de deserteur,
Rachid songeait ~ autre
chose qul~ son proc~s; Ie tribunal
qu'il redoutait
n1etait
ni celui de Dieu ni celui des :E'rangais; et Ie vieux Keblout
1egendaire apparut une nuit dans 10. cellule,
avec des moustaches et des yeux de tigre,
une trique LL La mai n ; La tribu
se r aas embLa peu Et peu dans 10. cellule;
on se s er ra au coude
~ coude, mais nul n'osait
s'approcher
de Keblout (134).
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[n

contrast

style
rest

is
and

8:'
t

to Rach'i.d' s "ephemeral
ti
'lmes

f1

dreams in smoke-filled

'
pr-eci.s
e , c l' appe d',

subseq_uent torture

j

6

our na l'a,st'a.c,112

exemplifies

this particular

rooms,

style,

and involved.

style.

however , is more often rich in imagery.

An example

of this style is a sentence

begins

on page 185 and ends on page 187.

entire

passage:

Hustapha' s

The scene of his ar-

11 me passa rapidement les mains sur les
poches, sans sentir le paq_uet de cigarettes
f.J. mo i,tie vide, arracha ma ceinture, puis me
poussa par la porte. Je regus d'autres
coups plus durs et plus precis.
Je trebuchai sur une marche, et me cognai la tete
sur un mur du couloir.
Je saignais.
En me
saisissant par mon tricot, le brigadier se
tacha la main, et fut pris d'une etrange
crise.
Il se mit a me secouer.
11 m'envoyait des gifles du revers de la main, me
relevant a coups de pieds si je perdais
l'equilibre.
Lorsque je repris conscience,
le brigadier etait partie
Je me crus libre
Hustapha's

f1

(233).
It is elaborate

in his journal wh.i.c
h

This sample Hill characterize

the

Les charmes de Nedjma, filtres dans la
solitude, l'avaient elle-meme ligotee,
reduite a la contemplation de sa beaute
captive, au scepticisme et a la cruaute
devant la morne adulation de ses gardiens,
n'ayant que ses jeux taciturnes, son gont
de l'ombre et des reves jaloux, bactracienne
pleine de cris nocturnes, disparue au premier rayon de chaleur, grenouille au bord
de l'cquation, principe d'electricite fait
pour allumer tous les maux, apres avoir
brille, erie, saute [t La face du monde ••• (185).
As for Lakhdar,

he is often ironic.

taken in by his aunt Lella Patma, Nedjma's
Kamel and Nedjma's

room.

On his arrival
adoptive

mother.

As he lies in bed, he thinks:

,Ie suis fou.
L'argent et 180 'beaut e , Un
bi.jol!_
J2areil, .J..£. l'attacherais ~ ~
lit.
11 §:. au moins cen! cravates •••Qu'est-ce
(lue j' ai, ~ !,onronner comme ~ Don Juan
hif;U?8,nomauresquc!Rustre, timide!
Le
n~taire achevera _?e,m'etouffer; ~ Zref8re vend~~ des ~ots
de ~...
239) •

..

in Bone, he is
He is given
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'I'he

desired.

"omni ac i.e nt " nar r ator-

also varies his sty Le according to the (~f'fect

In such transitional chapters

8,[3

Book IV, Chapter Ie) and Book VI,
L

27

,r['[I
l'q
l'nformatl've.
eh.ap-er
t
v.
2' t1le torl~
,'~
- obJ'ective,
-

The latter is a r eca-

pi tulation of Lakhdar I s incident with his foreman "lith an emphasis on the

to\Jnls view.
Lakhdar est en prison; la bagarre a scandalis~
l'ensemble du corps administratif, ainsi que 10.
population entiere, sans distinction do race ni
de religion; l'avis g~neral est que les etrangers
exagerent; pareille histoire a so.premiere journee
de travail suffit a la condamnation de Lakhdar par
tous les v i Ll.ageoLs ••• (252).
The narrator is often descriptive, as in the following view of Constantine:
Ecrasante de pres comme de loin--Constantine
aux camouflages tenaces, tantot crevasse de
fleuve en penitence, tantot gratte-ciel solitaire au casque noir scuLeve vel'S 1I abi.me.
rocher surpris par l'invaaion de fer, d'asphalte,
de beton, de spectres aux liens tendus jusqu'aux
cimes du Silence, encercle entre les quatre ponts
et les deux gares, sillonne par l'enorme ascenseur
errtre Ie gouffre et 10. piscine, a88ailli a 10. lisiere de la for@t, battu en breche, terrasse
jusqula l'esplanade o~ se detache la perspective
des Hauts Plateaux ••• (1~2-153).
Time is a determinant factor in the styles of both Faulkner and Kateb.
The emphasis each novelist places on the past I 3 impact on the present is of
utmost importance.

As Hoffman points out, Faulkner's style is a direct

result of his concern with time:
.••the question of time, Faulkner's major concern
to show dramatically the pressure of the past upon
the present moment, also required a compressed language and an elaborate syntax; tllecharacter often
thought in terms of a complex of "was and "is,"
and the burden of memory not infrequently made
progress in time almost impossible, with the result
that the style revealed a new kind of temporal
suspension.28

This idea of suspension was first suggested by one of Faulkner's most ardent
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admirers

and critics,

Conrad

Aiken.

Aiken describes

Faulkner's

method as

that of
deliberatel][ wi thhe~d meaning, of progressive and
partial and delayed disclosure •••with one express
purpose; and that is simply to keep the forrn--and
the Lde a-c--f'Lu
i d and unfinished, still in motion,
as it wer e , and unknown, until the dropping into
place of the very last syllable.29
This method

explains

first reading.
graph

much of the reader's

More so than with most authors,

or even an entire

outside

its context.

±'ifty pages

section

This is perhaps

The ending

deepest

wander
knife

is meaningful

'I'he repetition

significance:

why Aiken suggests

of the novel:

that the first

in retrospect

only because

holds true for Nedjma as

it is a repetition

of the

of the scene make s it comprehensible

in its

it has happened

cellule,

a symbol

Only at

fall into place.

before and \'/illoccur again.

couteau,

and chantier.

in and out of jail and from one construction
is simply

para-

incomprehensible

wh i oh make up this circle of events ar e contained

elements
chapter

of perspective

upon

an initial sentence,

of a l,laulkner novel are a.lway s the most difficult.30

The achievement

beginning.

with Faulkner

of the novel is usually

the end of the novel does the beginning

well.

difficulty

of their aggres[;ion.

'I'he

in the opening

rrhe four characters

site to another.

The

Claude Beade suggests

that

there are three key wo rd s in the novel:
They recur

uith

such frequency

our knowl.e dge , couteau
cellule

and bagne,

in Hed,jrnastrive
souffrance

The image

To the best of

is used tV18nty-seven time", prison and its synonyms,

thirty-four

for an ideal.

(Iprison'),

as to serve as leitmotif.

times, and Ned;jma 154 times.
"Cet ideal

sans audace

of a construction

The char-acter s

D~edjmc9 ne s Iaffirmera

('couteau,)."J

site (chantie~)

pas sans

"2

is essential

to an under-
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standing of Ned,jm§.. In an interview Katab once stated that like Algeria,
his work is at once in a state of ruin and of construction:
Je crois bien, en effet, que je suis l'homme dlun
seul livre. A llorigine, cl~tait un po~me, qui
slest transform6 en romans et en pi~ces de th6atre,
mais clest toujours la m@me oeuvre que je laisserai
certainement comme je 11 ai commencee , c I est-~l-dire
~ la fois ~ ll~tat de ruine et ~ lletat de chantier,
exactement comme llAlg~rie est encore ~ la fois une
ruine et un chantier. On ne peut pas finir un livre
comme on finit un objet. On sent bien au fond de
aoi=meme que Le travail n I est pas f Lni , L I Algerie
nla pas fini de venir au monde.53
This idea is reinforced by references in Nedjma itself.
3i Mokhtar speaking to him in his prison cell:

Rachid imagines

"••.nous ne sommes pas

une nation, par; encore .••nous ne aommes que des tribus decimees" (128).
Referring to Algeria later in the novel, Rachid re-echoes Katebls phrase:
"ce pays n'est pas encore venu au monde" (183).

If indeed Kateb attempted

"to create a total picture, a fresco of colonic1,lism,I1)4
he succeeded in
ehcw Ing that colonial Algeria or "II Algerie en lutte 11
suspension.
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is in

8.

state of

It is divided and thus arrested in time and motion.

This suspension in time results in what has been termed a "suspended
"6

style.")

The term frequently encountered in Faulkner criticism denotes

a "state of flux or suspension."
Faulkner's use of oxymorons.
immobility,
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II:;

sitting still.

we
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Contributing to this impression is

Combining contradictory terms of "motion and

encounter in SF such phrases as "my insides would move,

Movin~ sitting still"

(107).

Similarly, motion is described
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"without progress.",):;!
Beneath the sag of the buggy the hooves neatly
rapid like the motions of a lady doing embroidery, diminishing \1ithoutprogress like a figure on a treadmill being dr-awn rapidly offstage (143).

"....-/

0)

On -the follO'.ving
currants

page,

floating

t.he Ii -ttle

motionless

Hed,jma vIe encounter

Italian

girl's

eyes are described

(144).

in a cup of 'deak coffee"

the use of oxymorons.

'I'he early

rising

way to work on a cold and humid morning are described
leurs

burnous,

de rage ~
"les

font

resonner

(24).

de torpeur"

grelots

impatients

40

leurs

(des caleches]

a minor character

a

cannes

Id.kewi so in
laborers

on their

as "ramassees dans

l'unisson,

avec un art nuance

Other examples of "motion and immobility"

(70) "ni.d de guepes desertique

ment,"
ner,

ils

as "two

is depicted

produisent

une impression

(152).

et grouillant"

as "fraiche

are

de desoeuvre-

In the same man-

et fanee au sortir

du bain"

(113).
Both Faulkner
they

create.

and Kateb create

They create

or a mood for

are

abundant:

voices,

Rachid,

language

the creation

stair-railing,

sitter-a-round.

to the nature

an idea,

is inadequate.

sunflecks,

funnypaper,

com-

In SJi'they

hogvmllow, girl-

jm.,r-angle, back-looking,

les ~-domicile,

a character,

A characteristic

In Ned,imathey are less

les ~-profession,
pseudo-pelerinage,

to express

the realities

of fused or compounded words.

Vleedchoked, cowface,

kimono-vlingod,

part,

is

tidei'lats,

color£ul:

wor-ds in an effort

which the usual

mon to both novels

a language whi ch services

flac-soled,

frequent

and less

les ~~papiers,

pseudo-Rhummel, arabo-berbere.

pseudo-

This is due, in

of the French language whf.ch does not easily

create

new

\-lords.
"Faulkner
find

to suit

invades
his

taste

words as unvirgin_,
wor-d is

like

he f'uae s together,

unimpatient,

"links and female

ignore

God'!

used for

(130).
its

It

palms.
is

a conqueror;

and vhat he cannot

compounds, or creates.

sur-f'acewar'd, and adulant

used in the f'oLl.ow.Lngcontext:

bright

but

the dictionary

"The vJet oars

Adulant.

Adulant if

result.

sound.

In SF

\'Je

also

'rhis last

winking him along in
not a husband he'd

perhaps modeled on the dictionary

more pleasing

,,41 Such

find

entry adulatory
a profusion

of
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adjectives ending in le88:42 inflectionless, motionless, hairless, lifeless,
hopeless, grassless, paintless, voiceless, eyeless, tongueless, timeless,
tuneless, meaningless.
taneous affirmation

The effect of these negative adjectives is a simul-

and negation.

combined in the one wor-d,

That which is meaningless is only without meaning

because it once had meaning.
is asked not to choose.

The positive and ne1jative aspects are

Therefore, the reader is given options and yet

He must suspend judgment.

Although his wor-k has demonstrated a mastery of the French language,
Kateb is vlriting in a language which is not his own.
his extraordinary

talent.

'I'he

This is a tribute to

insufficiencies of the Fr-ench language to

express an Algerian situation are compensated by the use of Arabic words s
fondouk, oukil, aiouah, medersa, Mouloud, muezzin, muphti, burnous, haschich,
~,

fellah, Ramadhan, Fatiha, Ulemaa, hadj, amala, souks, Cadi, gnaouia,

Tolbas, sarnbo~k, rials, Aid, oued, Cheikh, fez, Agha,

\'!hileKateb achieves

a flavor of local color by the use of Arabic wcr-ds , Faulkner does so by the
use of such word s as gabfest, bluegum, and Damudd~.

Moreover, the particular

Southern flavor is enhanced by the faithful rendering of Southern idiom and
rhythms.
"Rev r un Shegog gvline preach today, II Pr oriysaid.
"Ls ?!' Dilsey said. "who ha.m?"
"He fum Saint Looey, II Fr ony said.
tlDatbig preacher.tI
"Huh ,tI Dilsey said, "V/hutdey needs is a man kin
put de fear of God into dese here triflin young
niggers."
"Rev run Shegog gwi.ne preach today," Prony said.
tlSodey tells" (506).
Common to both novelists as well is a tendency to select words for
their tltone coloring.tI 43

Their concern for sound as well as meaning can
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be demonstrated by the wealth of alliteration found in both novels.
VIe

find the following phrases:

In SF

"Sunlight slanted into it, sparse and eager.

1ellow butterflies flickered along the shade like flecks of sunil (141). The
consonance of the ~-sounds in sunlight, slanted, and sparse contributes to
the overall picture of sunlight as an intruder.
;itis a measure of advancing time.

To Quentin's obsessed mind,

The consonance of the fl-sounds in

butterflies, flickered, and flecks contributes f30tmdvalue to an already vivid
vf.aua'Iimage.

1'he consonance of the ~-sounds in squatting, sloughed, stinking,

surface,lard, surface, stove and of the .E.-soundsin pocking and pattering in
the follm1ing sentence serves a similar purpose:
~

building ~

"and the water building

the sg,uatting back the sloughed mud stinking surface\mrd

,E.ockingtbe pattering surface like grease ~.§:

hot stove" (157).

In Nedjma ve encounter the same awar'eness of and concern for the value
of sound:
vierge:

"C'est toujours l'Jedjmaque je distingue, sans meconnaitre 10.
Nedjma rieuse Ella ruee de La vague, gardienne d l un verger, present

disparu, et je m'endors evapore •••"

(82).

The consonance of the r-sounds in

1'ieuse and rUe8 and of the v-sounds in vierge, vague, verger, and evapore
suggests an ear we I l. attuned to the melody of sound.

The following passage

is another example of Kateb's manipulation of sound:
Puis l'Algerie elle-meme est devenue •••
Devenue traitreusement une mouche.
Mais les fourmis, les fourmis rouges.
Les fourmis rouges venaient a La rescousse (5'~).
The assonance of the ou-sounds in mouche, fourmis, rouges, and rescousse
is reinforced by the consonance of the r-sounds in nearly the same words,
fourmis, rouges, rescousse.
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In addition to the above-mentioned passage, other segments of the
novel are wr it t.en as lines of poetry.

An example of this is the descrip-

tion of the prison scene f'ol.Lowi.ngthe events of rllay8, 1945.

The prisoners

awaiting interrogation are intimidated by the presence of already tortured,
bruised, and broken bodies.

Some are called but never return.

lIs etaient maintenant dix-neuf dans la salle.
Le coiffeur Si Khelifa hurlait toujours.
La lourde porte s'etait ouverte quatre fois.
Tayeb n'etait pas revenu. On fusillait tout pres.
Tout pres de la prison. Tout pres de la prison.
Dans une verte prairie. Tout pres de la gendarmerie.
Hustapha s'ebrouait dans une mare d'eau noire.
Un cultivateur aux yeux bleus sanglotait.
Lakhdar etait monte sur Ie seau vide.
Lakhdar presentait la narine aux barreaux.
Comme un veau.
Lakhdar etait heureux. Heureux de sa narine. Heureux.
Heureux de s'appuyer a des barreaux (57-58).
A poetic presence characterizes the styles of both Kateb and Faul.kner-,
Since they both began their careers as poets, this is understandable.

Their

particular poetic quality emerges, hovever , from their umvillingness to be
bound by the limits of language.
instrument

of'expression.

They, as all writers, ~

limited by their

However , they appear to transcend such limit at i ons,

They create worlds for wh.ich they also create a new Languago , 1'horealities
they construct recreate their own language.
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conCLUSION

In tIlis study,

\·18

have attempted to dr-awparallels between two novels,

.l?aulkner's:3£<' and Kateb' s Ned jma ,

Hare apec i.f i ca'Ll.y
, »ie have emphasized

the aspects of structure and style as they relate to time.
time is a major consideration in both novels.

As

VIe

have

8110vl11 ,

Both Faulkner and Kateb have

chosen to disregard chronology, not out of mere fancy, but because of their
firm belief in the importance of the past's impact on the present.

Thus,

we encounter in both novels a continuous shift from past to present and from
present to past.

The resulting structure is circular rather than linear.

The use of multiple narrators contributes considerably to this effect.
both novels, one story is told by four narrators.

In

Each narrator reviews the

same set of events from his particular point of vi.ew, In addition, both
novels have similar centers of attraction, characters who serve as primary
focus.

Both Caddy and Nedjma appear only as seen through the eyes of the

other protagonists.
The kaleidoscopic variety of style characteristic of both Faulkner
and Kateb is a direct consequence of the use of multiple narrators.
is adapted to the point of view.

Language

Each narrator has a distinctive style.

Moreover, there is a general effect of suspension achieved stylistically by
the use of negative adjecti.ves and oxyrnorons. Both novelists make use of
fused or compounded words; they, in fact, create new words.
their respective languages to their particular end.

They thus adapt

Kateb adds u touch of

local color by the inclusion of occasional Arabic words, wh i Le Faulkner maintains the Southern flcwor by the faithful rendering of Southern idiom and
rhythms.
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APPENDIX

Translations

of French

passages

cited in our text:

This is hO'.-I I discovered the tragic truth about myself and
others.
These reflections influenced my later poetry.
Retrospectively,
those days were the very best of my life.
I discovered the two things wh i.ch are very dear to me:
poetry and revolution.
I believe I would have remained an obscure poet if it had
not been for the manifestation of May 8, 1945. It is in
prison that I discovered the people.
There, I discovered
my characters.
P • ~:::>

He is someone who does not claim to use his verb to enslave men and to tell them hOi" to live, but rather, he
is someone who heralds freedom, a freedom which is, in
fact, bothersome.
Tho real message of the poet is to
help the reader escape the limitations which were forced
upon him.

p.6

I believe it is no longer in France that one will find the
best examples of the novel, but rather in Paulkner.
One
must read Faulkner in order to understand the significance
of modern literature.

P.15

Hachid did not warrt to speak of it anymore.
As he gr-ew
accus-tomed to the fondouk, he wou Ld hardly speak to anyone; his look became misty and somber, and his ribs became apparent beneath his old soldier's shirt. Day by
day he grew thinner.

p,

15-16

Are VIe going to continue to be errand boys or be satisfied
w i,th a liberal profession in order to join the ranks of
the privilelged ones? Can He aspire to a better life? It
is common k~owledge that a Iviosle~who joins the air force
will only be alloVled to sweep cigarette butts; and if he
ever becomes an officer, however brilliant, he will attain
the r-ank of colonel only to serve as a recruiting officer
for fellow Woslerns.

P.16

There is a world, hot hers, not mine, not even ours, but
simply a world which is indifferent to our ephemeral
existence.

P.16-17

I left \'/i th the pamphlets.
I buried them in the river.
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P.16_17

I drew a plan in the sand •••
A plan of future manifestation.
If they gave me this river, I would fight.
I wou.l.dfight w i th sand and vlater.
Fresh water and hot sand.
I wou ld fight.
I \Vas determined.
I could see far ahead.

Very far ahead •

•••and it w tl.I finally be the tree of the nation taking
roots in the tribal sepulcher beneath the cloud finally
deprived of blood too often spilt.
It \Vould suffice to remember our ancestors and recall
the glorious era; to understand the victory which eluded
,Jugurtha, the indestructible
seed of a nation caught
between t\Vo continents.
The land, f'o r example, was lost in the struggle against
the French; Hourad's great grandfather fought under
Abdelkader's
banner, and was thus exposed to the reprisals
of Dugeaud \Vho distributed the most beautiful domaines to
the European colonists.
The cash, on the other hand, was
diSSipated by 8idi Ahmed who practiced the charleston and
polygamy.
'I'he :::;tate
0 btained this land by confiscating
public, and tribal groups.

it from religious,

The rhythm and construction of the novel result from a purely
Arabic attitude tiowards time.
\lhile the European mind works
Ln a linear fashion, the Arab mind evolves in a rather circular manner.
Here I am a prisoner in Lambe se wher-e the Romans have been
replaced by the Corsicans; these Corsicans are now our prison
guards while we remain the eternal slaves in the same prison,
near the ancient lion pit.
Constantine
and Dane, the two cities which dominated ancient
Numidia are today reduced to mere French states .•• 1'VO spirits
fighting for the abdicated power of the Numidians.
Constantine
struggling for Cirta and Bone for Hippone as if the commitment
of the past, fixed in an apparently lost battle, constitutes
a unique trial for future champions •.•
It is enough for tonight, Hachid said, as he got up. All of
this is a malediction from God or the old bandit •••l can no
longer retrace the causes for I am involved in too many deaths,
too many deaths.
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p.26

Lakhdar sees himself in the prison before even getting
there.
He is in the cell and has the impression of
having been there before; the last glimmer of light,
disappearing
w i th the setting sun, darkens the narrow
road.
'Ehis setting recalIs his first arrest.

p.26

••• the ruins of a fourth building leveled by the artillery
of Damremont during the second assault which culminated
in four days of bombings.
Such \Vas the conquest, house by
house.

p.26-27

Rachid, deprived of his passion, no longer has the least
subs-tance. He is no longer coherent, his heart and face
in ashes, as if devoured by the too bright blaze of time •
... a woman perpetually fleeting •••the sensitive shape, the
thorn, the flesh, the pit, but not the soul to which I
could give myself w i th no fear of dissolving •••
He has constructed a stellar universe.
In its center,
he has placed a sun: Nedjma, around which revolve a
certain number of stars, large and small, which, in
turn, have their O\VU s".tellites. If the sun is fixed
and shines nearly always with the same intensity, we
know her only through her reflections on the stars
which surround her and whose regular movement brings
them periodically
closer or farther from her light.
The same is true for the stars in regards to their
satellites.
And since these stars are prisoners of the
same movement which, at fixed intervals, renders them
equally present, there follo-,ISa kind of eternal return,
a complete confusion of past, present and future.
Chapters eleven and twelve of t he ultimate spiral reiterate,
practically wor-d f'or word the beginning of the first and the
end oi' the ninth chapter of the initial spiral.

p.4l-42

But why do you stop talking Vlhen I arrive?
So you take me
f'or- an idiot?
Far from that, wh i.aper-s Lakhdar , dr. Llrnest
strilees Lakhdar on the head with the meter he held in his
hand.
Blood.
His lips stained from the cauliflower casserole, Hr. Ernest wa Lks +owar d s Lakhdar , This time, encouraged by his daughter I s passage, Ernest thro':/sthe meter into
the ditch; Lakhdar turns around, grabs the foreman by the
throat, and \'/i
th one ow i.ng of the head, bursts his eyebrm'l.
Now , Vie are even, St,y the involuntary smile s of the vlitnessen.
Should not have left.
not have arrested me.

If I had stayed in school, they woul.d
I would still be a student and not a
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p.42

construction
worker, and I would not be locked up a
second time for a loss of temper.
Should have stayed
in school as the superintendent said.
Germany has captitulated.
Couples. Packed pubs.
Bells.
Official ceremony; monument to the dead.
The police is off at a distance.
~ popular counter-manifestation.
Enough promises.
1870.
1918. 1945.
Today, May 8, is it really a victory?
The boy scouts march in front, followed by the students.
Lakhdar and Mustapha walk side by side.
The crowd multiplies.
Pour by four.
No passerby resists the banners.
rl.'he
leaders of the manifestation are pushed around.
'I'henational anthem is sung by the children:
Pr orn our mountains arises
rl.'he
voice of' free men.

--

------

p.43-44

I started completely in the dark, instinctively, Viithout
really having a plan; in fact, I only realized this later.
I came to realize that my work described curves.
So I
told myself, this is silly, why must there be a beginning
l:n order to come to an end; since I see that my thought
turns upon itself, let it turn.

p.47

Re t ur-n to the terrace?
Too many curious eyes ••• '1'00 many
acquaintances
in the; r:_, trGotcars •••How clumsy he was •••
The fruits nearly,:fell ••• HiS hands were white, his nails
dirty •••Pleasant, if it were not for his chimpanzee size •••
Not from here evidently.
Disowned by his family?
If
Kamel knew I gave one hundred francs to a porter! •••'.Ihydid
I do it, in fact?
To be rid of him •••
She wore a loose-fitting robe of pale blue silk, like those
wor-n by recently emancipated Horarocan women; grotesque robes;
They conceal the bust, the waist, and the hips and hang straight
to the ankles; they nearly cover the leg rings of massive gold
(my client wor-e some which were both very thin and very heavy) •••
She spoke to me in French.
In order to keep her distance,
she treated me not only as a porter, but also as a villain.
She wante d to make it perfectly clear that there was no common
ground between us and thus avoided our mother tongue. Did not
want me to accompany her on the streetcar •••The basket was
not so heavy •••1 could have follov/ed her to the villa had she
not seen me when the streetcar stopped; from the streetcar, I

81

p.47

her ascend a slope and disappear; then my eyes turned
to the top of the slope.

p.52

His technique does not let
a poet. And the very best
reality, history and myth,
fined thoughts are equally
of a new language •.•

p.52

Can VJe distinguish prose from poetry in Ka+eb? All his wor-k
is conceived like a poem on several levels, bor-r-ow
lng the
length from the novel, the tragic force from the theater,
and crystallizing itself in the poem •.•

p.53

Rachid was nothing more than a shadow without a gun, without a wornan, knoVling only how to hold a pipe, a pseudo-Rachfd ,
born too late from his father's death, like the River EI-Kebir
prolonging only the shadoH and the dryness of the Hhummel
Hiver without restoring its vanquished violence •••

p.54

';Ihynot have stayed in the Hater? The bodies of desirable
n , like the slough of vipers and volatile perfumes, are
not made to decay, rot or evaporate in the air: vials, jars
and baths: it is there that flowers should endure, scales
twinkle and wornen bloom, far from the air and time •••

S8:..1

us forget that he is, above all,
of poets: for whom dream and
everyday conversations and renoble material for the creation

worne

p.54

•••was I now to awaken the Negro before the water (the water
in which the fe~ne fatale had bathed) reached him? Would
I not then be in the position of a lover saying to an intruder:
she just bathed, please move away, for this water contains her
all, blood and perfume, and I cannot bear to see this Hater
run over' you ••.

p.54-55

The Seybouse Eiver' miraculously f Lows betwean arid and ungrateful shores. With a single and vast eddy, the darkened sea,
jealous of its source, stops the agonising river •..In this
barren country, the meeting of the Seybouse and the dediterranean sea is somewhat of a miracle. At times, however, rare
rainstorms transform this otherwise dry river into a gushing
monster whose deafening roar, reminiscent of an advancing
squadron of tanks, dies suddenly into the indifferent sea.

p.55

The balcony, jammed \"ith idle shadows, overlooks tho almost
waterless I1hurnmelHiveI' 'dhich is kept floVling only by an
occasional rain.

p.55

Nothing shatters the anger of the oppressed; indifferent to
time, he is incapable of distinguishing men or paths; for
him, there is only one path, the path of the Romans, the
one wh i ch leads to the river and to death.
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P.58

And the old legendary Keblout appeared in a dream to Rachid;
in his cell, Hachid was thinking of other things besides his
trial; the court he feared 'v-JaS neither God's nor that of the
1i'rench. And the old legendary Keblout appeared one night in
Rachid's cell with a stick in his hand. The tribe assembled
within the cell, but no one dared approach Keblout.
I am crazy.
Money and beauty.
I would fasten such a jewel
to my bed.
He must have at least one hundred ties· \lhy
amI
obliged to whisper like a Moorish Don Juan.

p.60

Lakhdar is in jail; the fight scandalized the administration
as vlell as the entire population, regardless of race or
religion.
The gereal concensuS ".,asthat these strangers
exaggerate.
Such an incident the first day on the job VIas
enough to condemn Lakhdar in the eyes of all the villagers.

p.60

Constantine,
built on a cliff, majestically overlooks the
abyss formed by the Rhummel River.
Once a savage mountain,
it has now been overtaken by an invasion of steel, asphalt
and concrete, enc ircled by four bridges and t'.-10
train stations,
f'urr-owod by an enormous elevator between the abyss and the
pool, subdued at the edge of the forest, defeated in its very
heart •••

p.62

I believe I am a man of only one book. In the beginning, it
was a poem wh i.ch wa s transformed into novelS and plays, but
it ah/ays remained the same wo r-k which I vlill leave 8..S I
began it, that is, at once in a state of ruin and in a state
of construction,
exactly as Algeria is at once in ruin and
in construction.
One cannot finish a book as one finishes
an object.
One feels deep down that the work is not done.
Algeria has not yet come into being.

p.65

Then Algeria itself became
Became treacherously
a fly
But the ants, the red ants
rfhe red ants came to the rescue.

p.66

They were now nineteen in the room.
The Barber 3i Khelifa still screamed.
The heavy door opened four times.
Tayeb did not return. People were shot close by.
Next to the prison.
Next to the prison.
In a green field.
Next to the barracks.
ltiustapha "lashed himself in a puddle of black vlater.
A blue-eyed farmer was sobbing.
Lakhdar climbed on the empty bucket.
Lakhd ar- put his nostril against the w i.ndow bars.
Like a calf.
Lakhdar was happy.
Happy for his nostril.
Happy.
Happy to lean against the \lindow bars.

